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In his book, The Oration in Shakespeare,
  

Milton Boone Kennedy1 has classified the orations

appearing in Shakespeare's plays according to Aria-

totle's three kinds of public address: deliberative,

forensic, and epideictic. Kennedy's book is mainly

concerned with Shakespeare's dramatic uses of the ora-

tion in his plays, and with the structural and rhe-

torical qualities of the orations as they appear in

the various stages of his writing career. One of the

conclusions of Kennedy's study is that Shakespeare

”perfected the revival of the ancient rhetoric in

poetic." Kennedy observed also that some of the ora-

tions of the latter periods of Shakespeare's writing

career contain a kind of rhetoric which he classified

as Aristotelian.

The purpose of this study has been to analyze,

according to Aristotelian rhetorical principles,

twelve forensic orations from Shakespeare's plays as

they were identified by Kennedy in an attempt to find

evidence to support Kennedy's conclusions cited above.

Criteria for analysis were developed from Aris-

totle's Rhetoric.2 These rhetorical principles Vere

applied in detail to Hermione's oration fron‘ghgiflig-

ter's Tale, the best Shakespearean oration in Kennedy's
 

opinion. The same rhetorical precepts were basic to

1



2

the analyses of the remaining eleven erations, which

were executed through the use of annotated manuscripts.

These analyses considered the following points.

1. The structure of the oration was analyzed, inn

eluding an identification of the speech parts

(the proem, the statement, the narration, the

argument, the refutation, and the epilogue)

as well as a consideration of those Aristote-

lian precepts which deal specifically with the

use of the narration to establish ethical or

emotional proof in forensic speaking (5. 16,

p. 230) and with the function of the epilogue

in forensic address (3. 19, p. 240).

The identification of the speakeris use of

non-artistic proof was made, as well as an

identification and evaluation of the speaker's

use of the three modes of artistic proof (the

ethical, the emotional, and the logical). The

analysis of the logical mode of proof was

largely concerned with an identification of

the enthymematic reasoning process and the

premises fron.which these_enthymemes are drawn

in terms of certain sign, example (historical

and invented), probability, analogy or analo-

gical reasoning, maxim and refutative enthy-

memes based on.oh3ection or counter-argument.
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3. The identification of Aristotle's four possible

issues of forensic speaking was made (3. 17,

p. 233), as well as an identification of his

three subjects of forensic speaking (1. 5,

p. 19). ihe speaker's use of those lines of

argument which can be employed "in dealing

with prejudice" in forensic speaking were also

considered (3. 15, p. 226).

Analysis of the twelve forensic orations showed

that the structures of those orations in the third and

fourth periods of Shakespeare's writing career were

more Aristotelian in terms of the parts present and

the use of those parts than were the structures of

the orations from the first and second periods.

Analyses of the use of the non-artistic modes

of proof revealed only three speakers even making

preparations for the use of a witness in their ora-

tions. The results of the analysis of the speakers'

uses of artistic proof, however, indicated that the

orations from the last two writing periods of Shake-

speare's career contain more argumentative and per-

suasive use of rhetoric than the earlier orations.

Furthermore, the speakers of the later periods, with

one exception, use the artistic modes of proof more

effectively and persuasively than do the speakers of

the earlier writing periods.



4

The identification of the forensic issues with

which the orations are concerned revealed: three speak-

ers argue "that the act did less harm than is alleged";

five speakers argue "that the act was not committed":

and four speakers argue "that the act was justified."

An identification of the forensic subjects of the

orations revealed: five speakers deal with honor;

seven speakers deal with justice; and two speakers

deal with expediency. An identification of the speak-

ers' use of lines of argument when "dealing with pre-

Judice" showed: eight speakers choose arguments which

would clear them of suspicion; seven speakers openly

refute the charges which are brought against them;

one speaker "meets calumny with calumny"; and one

speaker argues that "the act was a mischance, a mis-

take.” It is possible, in other words, to identify

these Aristotelian concepts in these dramaturgic ora-

tions of Shakespeare.

In consideration of the results of these ana-

lyses, this study would seem to offer further intrin-

sic evidence that Shakespeare did know and apply Aris-

totelian rhetorical precepts to the composition of his

forensic orations.

1Milton Boone Kennedy, The Oration in Shake»

s eare, (Chapel Hill: The University of North Caro-

Igna Press, 1942).

2Aristotle, The Rhetoric of Aristotle, trans.,

Lane Cooper, (New York: filppleton:5entury—Crofts, Inc.,

1932).
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CHAPTER I

INTRODUCTION

Statement of Problem
 

Milton Boone Kennedy terminates his book,

The Oration £2 Shakespeare, with the following state-

ment: ”He [Shakespeard] perfected the revival of the

ancient rhetoric in poetic.”1 This assertion is rather

astounding when one considers that the Aristotelian

perspective of the relation of rhetoric to poetic was

not observed to any great extent in.Elizabethan drama.

In the second place, Kennedy and many others for that

matter have raised a question as to whether or not

Shakespeare himself was even aware or Aristotle's

theory as it is set forth in The Poetics; and if he
 

was, there is still the question or whether or not he

applied this theory consciously in his dramaturgy..

Thirdly, Senecan precepts, which contain some dis-

torted views of Greek drama, seemingly exerted a

potent influence upon.Elizabethan drama, but there is

little evidence or Aristotelian theory in its sophistic

practices. In view of these three generally-accepted

 

1Milton Boone Kennedy, The Oration in Shaken

s eare, (Chapel Hill: The'University of fioFEh

CaroIIna Press, 1942), p. 249.

1
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conclusions, Kennedy's assertion that Shakespeare

”perfected the revival of the ancient rhetoric in

poetic" piques the curiosity. Considering all opera-

tive factors, it would be impossible to prove or dis.

prove his statement. It is possible, however, to gain

a functional appreciation and evaluation of his conclu-

sion by examining certain shakespearean passages and

their respective contextual situations.

The purpose of this research is to analyze

some Shakespearean passages and the circumstantial

context in which they appear in an effort to identify

those elements of rhetorical theory which Aristotle

treated in his work, Th2 Rhetoric. In his book, '

Kennedy has classified all of the orations in Shake-

speare's plays into Aristotle's three kinds of ora-

tions: the deliberative; the judicial or forensic;

and the epideictic.2 He has observed that during the

third and fourth periods of Shakespeare's writing

career that the orations of the plays in these periods

contain a usage of rhetoric which is akin to Aristo-

telian theory. He has not, however, conducted a

detailed rhetorical analysis of any of these orations

to substantiate his observations and conclusions.

This study assumes that Kennedy's conclusions are

correct, and is therefore concerned with a detailed

 

2Ibid., p. 31.
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rhetorical analysis of some of the dramatic passages

which Kennedy has classified into Aristotle's three

kinds of rhetorical speaking.

Limitationggof Study

To reiteratez. The purpose of this research

is to analyze certain Shakespearean passages and their

respective contextual situations in an attempt to

identify the playwright's conscious or unconscious

employment of Aristotle's precepts of rhetoric as he

has voiced these precepts in The Rhetoric. Kennedy's
 

classification of the orations in Shakespeare's plays

into the three kinds of oratory has been used to

select the Shakespearean passages which have been

subjected to a rhetorical analysis. These eighteen

orations which Kennedy has designated as forensic have\

been chosen as material for the analysis. Three of

these orations, however, are from E2331 1; and three

are from.§£g£y XIII. Because of a question of author-

ship concerning these plays, these six orations have

not been analyzed. The remaining twelve orations

which have been subjected to analysis are listed in

Table I .
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TABLE 1

ORATIOHS TO BE ANALYZED

Play Speaker Act Scene

Comedy of Errors Antipholus of V i

Ephesus

Comedy of Errors Egeon I i

Titus Andronicus Tamora I 1

Renee and Juliet Friar Lawrence V iii

Richard II Mowbray I I

Henry IV, Part I worcester V 1

Henry IV, Part II Chief Justice IV ii

Merchant of Venice Shylock IV vii

Measure for Measure Isabella II ii

Othello Othello I iii

Timon of Athens Alcibiades III v 5

Winter's Tale Hermione III ii

Justification
 

Research thus far indicates no evidence of

any rhetorical analysis of the orations in Shakespeare's

plays in terms or Aristotelian precepts, and the reason

seems obvious. Rhetoric in the Renaissance was'not a

practical tool of civic or politically-minded men as

it was in Aristotle's day. It was not inclusively

”the art of persuasion.” If Shakespeare did use Aris-

totelian principles of rhetoric in his persuasive

speeches, this use would be unexpected, hence, unlikely

to be sought out or analyzed.

Rhetorical theory in the Renaissance was.

mainly a system.or rules designed to aid the communi-

cant to write imaginatively. Sister Miriam Joseph in

 

3Ibid., p. 66.
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her book, Shakegpeare's[Egg‘g£.thg_é£tg‘2£ Language,

reviews the extant schools of rhetoric in Shake-

speare's day, and demonstrates Renaissance rhetoric

as an elaborate theory of composition with figures,

tropes, and nore terminology than the rhetoricians

themselves eeuld logicallycatalogue.4 In his book,

E13 52g Rhetoric in the Renaissance, W. G. Crane

illustrates the close-~sometimes almost synonymous--

association of rhetoric and wit during this period.

This wit accrued from the processes of ornamentation

and amplification through the employment of figures

5 ‘When oneof speech, allegory, apophthegems, etc.

contrasts this imaginative Renaissance rhetorical

theory of composition with the Aristotelian "art” of

oral persuasien, which is typified as far as style is

concerned by the phrase, ”the golden mean of expres-

sion," one is readily aware of differences between

these-two bodies of rhetorical theory, When one con-

siders, however, that both bodies of theory were

followed for the purposes of communicating effectively,

these apparent differences do not seen.too disturbing.

e. with:“(W—n-
‘Fity_PF;s§:'I§I§T%E§. 4. '

5W, G. Crane, Wit and Rhetoric in the Rangig-

sance, (New Yerk: The Columbia University—Press,

,pe 8e .
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The following quotation, although it draws a simi-

larity between Roman rhetoric--not Aristotelian prac-

tices--and Renaissance theory, aids to point up the

slightness of the dissimilarity between Rexpissance

rhetorical theory and the rhetorical practices advo-

cated by Aristotle in his Rhetoric.

Yet Rhetoric is treated as a simple ver-

bal discipline in histories which touch upon it--

as the art of speaking well; applied either as it

was in Rome to forensic oratory as associated with

the interpretation of laws, or more frequently

applied as it was in the Renaissance in the inter-

pretation and use of words of orators and poets,

and associated with or even indistinguishable

from poetic and literary criticism.6

The point is that “rhetoric is rhetoric”

whether it be a means by which hmaginative composition

was written or a body of precepts and practices‘de-

signed to meet the exigencies of practical living

through oral discourse. The dissimilarity existing

between ancient Aristotelian theory and the Ranaissance

theories is not indicative of a change in the total

process of communication, but indicates instead, a

change in that certain facets of the total process of

communication received more emphasis than did others:

Upon a casual observation of the two theories, one

might think that to Aristotle, the reception of the

content (the ideas or message) of the communication

 

6James McKeon, ”Rhetoric in the Middle Ages,"

SEOOUIM9 (VOle XVII, Jun, 1942), p. 1e
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was the important thing, while, to the Elizabethan

penman, the means by which the content was conveyed

to the hearer or the reader was the aspect of the com-

municative process which received the most emphasis.

For all practical purposes, however, the body of

theory, rules, and methods making up rhetoric remains

relatively constant whether it be an "art" which

strives to seek out ”all the available means of per-

suasion" or simply a body of rules, etc., which enabled

the Elizabethan communicant to write imaginatively and

effectively. Functioning under this assumption then,

an analysis of Shakespeare's writings in Aristotelian

terms seems Justifiable.

If principles of Aristotelian rhetoric are

clearly distinguishable in the speechqmaking ofithese

selected Shakespearean characters, conclusions such as

the following might be implied:

l. Aristotelian rhetorical precepts can be in-

corporated in the successful play which seeks to

communicate persuasively. Thus, the rhetoricisn

can effectively subject certain sections of such

plays to critical analysis.

2. The playwright whose plays were successful

in his own age presented through his works a re-

flection of the standards and value systems of

that age. Therefore, what was successful drama-

tic persuasion:

a) can be assumed to have used techniques con-

sidered persuasive by the audience,

b) can be assumed to have presented the ”best”

of such techniques known and used in that

era,

c) can be assumed to have been constructed

carefull by the playwright in terms of

a) and by.
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3. Shakespeare, the playwright, did use Aris-

totelian rhetorical principles, consciously or

unconsciously, as Kennedy observed.

Sources

Aristotle's Rhetoric, translated by Lane Cooper,

and The Cambridge Edition Text 2: the Complete Works 2g

Shakespeare, edited by William Aldis wright, are the
 

basic sources used in this study. A.number of second-

ary materials are also referred to, and these books,

dissertations, and articles are listed in the appended

bibliography.

Method and Plan of Organization
 

Chapter II of this study is devoted to an

explanation and delineation of the Aristotelian rheto-

rical precepts which have been applied in the analyses

of the forensic orations.

In his book Kennedy observes that as Shake-

speare's writing career progressed the orations improved

both in terms of structure and in terms of the Aristo-

telian precepts employed. He states that Hermione's

oration from Th: Winter's Isis, a play written in the

last period of the playwright's career, represents

Shakespeare's best oration in terms of structure,

dramatic integration, and in the employment of rhetori-

cal persuasive precepts. Chapter mfliof this study is

therefore devoted to a detailed rhetorical analysis of

Hermione's oration, applying the rhetorical principles
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which are set forth in Chapter II.

In Chapter IV the remaining eleven orations

are analyzed, applying the same rhetorical principles.

These analyses, however, are executed through the use

of annotated manuscripts of the orations. In the con-

cluding chapter of this study, Chapter V, the results

of these analyses are summarized and compared with the

conclusions derived from the analysis of the oration

of Hermione. Hermione's oration is adopted as the

criterion by which the other orations are evaluated.

A summary of the conclusions of this study is also

included in this chapter.



CHAPTER II

CRITERIA FOR ANALYSIS

In his book, The Oration in Shakespeare,

Milton Boone Kennedy has identified the dramatic

speeches in Shakespeare's plays which conformed with

the following definition: "an oration is a formal

public speech spoken before an audience."1 Using this

definition as his basic criterion of selection, he has

classified the speeches into the three Aristotelian

types of orations: the deliberative oration, the

epideictic oration (the ceremonial speech), and the

forensic oration.2 After reviewing Shakespeare's

use of the oration in his dramaturgy, Kennedy states

that during the culminating periods of the playwright's

career his plays contain a desirable and properly

balanced combination and use of the elements of rhet-

oric and poetic.3 Because of the presence ef this

desirable, proportional use of the rhetoric and the

1Milton B. Kennedy, The Oration in Shakespeare,

(Chapel Hill: The University of Forth Caro na ress,

1942), p. 29.

' 21bid., p. 63.

3Ibid., p. 249.

10
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poetic,
Kennedy

asserts
that Shakespe

are has revived

ion of the part that rhetor

as Aristot
le voiced

this
Aristotl

e's concept

ic should

occupy
in the drmmati

c poetic,

concept
in his Poetics.

"He [Shakespe
are] per

the poetic."4

Kennedy'
s concludi

ng state-

ment is that:

fected
the revival

of the ancient
rhetoric

in

his study are as follows:

Shakespe
are perceive

d that the display

ef sophisti
c rhetoric

for its own sake made at

best for inferior
art . . . the critical

view—

point establi
shed early in his career,

he applied

e master ef the rhet-

Other con-

cluding statement
s of

immediat
ely, and soon been:

oric in his plays.

The first step in the directi
on of this

lot

mastery was the substitut
ion 3; climactic

c arac er s _g.g_ e

for the e isodIc movemen

earlIer EEIzaEethg
n drama.5"—

Poetics
treats the subject

of

Aristot
le in his

s succinctl
y and

the episodic
are the worst.'

emphatical
ly: "Of simple

episodic
plot

Plots and actions

I call

is neither
probabili

ty or

a Plot episodic
when there

then

of the episodes.
” He

ssity in the sequence

climacti
c plot, in

he desirabi
lity of the

”occur unexpecte
dly and

11000

discusse
s t

at the

which the incident
s

same time in conseque
nce of each other."6

Alon with lacin the em hasis on lot

a; the main element
2; s poetic,

5: set abou

#__-

41b1d., p. 249.
w

(The italics
are this writer's

.)

51bid., p. 247.
*

6David
Daiches,

Critica
l A roaches

te Litera-

Efiglevood
CIIIfFI

New

ture, (Prentic
e-Hall,

Inc.:

Jersey, 1956). P. 32.
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naki the integplay
2; character

and circunp

s ance FE? essence of lot acEIon."T
hus EIs

pIot action Became essen aInyaram
atic rather

than narrati
ve. Horeove

r, in centeri
ng the dra-

he secured unity of

natic action
about a crisis,

action
through

leading
to it from an initial

action and away from it to a denouene
nt.

individu
alizing

The third step was the

of characte
r along with the psycholo

gical study

his develop
ment of dramati

c

of charact
er.

charact
er, he emphasi

zed emotion
al reactio

n in

f mind and habit of think-

its relatio
n to state e

in; or mental
attitud

e. '25 this wa he develo
ed

greatly
in explanat

ion of characte
rlgfig crIEIcaI

c rcunsta
nce. 153 while kee In aIwa s foremos

t

en HasIs 25 lot action
as e erminea

b what

characte
rs d or HIE not'gg,

Ee reco zed‘the

ossIEIIIE
ies of'pIoE action determin

efi E; char-

acters Efircughff
hg :gpressio

g 31 thought.

Kennedy'
s conclusi

ons regardin
g Shakespe

are's

use of plot and the proper relation
ship between plot

and characte
r to evoke a ”Unity of action” are also

poetic
theory:

in harmony
with Aristot

elian

the action
plot involves

agents

who must necessa
rily have their

ter and

distinc
tive qualiti

es of both charac

thought
since it is from these we ascribe.

certain
qualitie

s to their actions.

' ”do not act in order to portray the

C O 0

[characte
rs],

These “agents

--an action

Charact
ers," but ”for the sake of action,

“

”conplet
e within itself."

9

that is

Kennedy
concl

In summary
, then:

udes that as

career
progres

sed the playwri
ght

Shakespe
are's writing

n the importan
t element

in

J

”

made the plot or the actio

—*

7gp. cit., pp. 247-243.
(Italics

are this

writer'
s.

€93. cit., p. 26

91b1d.
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his dramatur
gy: that he refined

his manipula
tion of

h as instrum
ents to

characte
r and action,

using bot

advance
the all-impo

rtant plot. Shakespe
are further

haracter
of his dramatic

agents,

isplay of this inner
develope

d the inner c

subordin
ating the outward

d

”mental”
personal

ity or characte
r to

”emotion
al” and

the furthera
nce of the climacti

c plot and keeping
it

in harmony
with the action.

These conclusi
ons have been derived

by Kennedy

plicatio
n of Aristote

lian

His concludi
ng point,

poetic
theory to

from his ap

also based

Shakespe
are's works.

on Aristote
lian poetic theory,

is concerne
d with

Shakespe
are's use of rhetoric

in the poetic drama.

ristote
lian basis for his

, [the perfecti
on of plot and the develop~

ment of character]
Shakespear

e worked out his

His emotiona
l rhetoric

he

rhetoric
in poetic.

kept from running
into detached

showines
s and

extravag
ance of traditio

nal sophisti
c by making

it integral
in characte

r—-the
natural

expressi
on

of emotional
thinking.

His rhetoric
of oratory

he kept from.bei
ng the mere declamat

ion of aca-

ditionsl
sophisti

c by making

demic exercise
of tra

it integral
in plot developm

ent-~the
logical

ex-

pression
of intellec

tual thinking
designed

in

sion which would influenc
e

the interest
of persua

action.
His {Setoric

in poetic is thus also

Aristote
lian.

With this A

poetic

This ponclusi
gp is the focal point pf the present

study.

conclusions
because,

according
to the author,

the

It has been necessar
y to summarize

Kennedy's

#—

10Kennedy, 92. cit., p. 248.



14

development
of character

perfecti
on of plot and the

were prerequi
site to effectin

g a proper,
proporti

onal,

and Aristote
lian use of the rhetoric

in the dramatic

 

poetic.

Louis Dollarhide
in his dissertation,

Shake-

speare's
'Richard

III' and Bgnaissancg
Rhetoric,

pre-

gument to Kennedy's
conclusion

sents an opposing
ar

ed the revival of the

that ”He [Shakespea
ré] perfect

ancient rhetoric in poetic."

Shakespear
e's integratio

n of rhetoric in

the dramatic
fabric of his later plays has led

some critics to strain the case for his know-

ledge of Aristotle'
s Rhetoric and Poetics.

(See

a depen ence on

Kennedy pp. 247-249.)
uc

proved seems

Aristotle
while it has not been

Shakespea
re's creative

ultimatel
y to detract from

ability.
Enough.Ar

istotelia
nism sifted down to

the grammar school students
by way of Cicero and

Quintilia
n to awaken the tantalizi

ng suggestio
n

of direct knowledge
and influence

.1

Dollarhide
found in his study that ”nearly

play could be analyzed
under the related

all of the

and speeches
of

on, disputati
on,

"each scene of the play” was

ese rhetorica
l movements

.

headings
of orati

vehemence
; and that

dominated
by one or more of th

inferred
from the foregoing

with an Aristotel
ian.

As can be

quote, however,

Dollarh
ide was not concerne

d

rhetorica
l analysis.

Instead,
his study was concerned

11Louis
E. Dollarhid

e, Shakes eare's 'Richard

III' and Renaissan
ce Rhetoric

(unpuEIEs
Eed Ph. D.

orth Carolina,
1954),

fiiisertat
on, n vers y o

p. 14, see footnote
39.

—1
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with the traditional Ciceronian canons of Rhetoric

as they were taught in the Renaissance grammar schools.

One of the conclusions of his study is as follows:

The oration appeared not only as a

formal address in the manner described by

Kennedy, but also as soliloquies delivered

"formally" to an audience, and as speeches

within dia10gue. It was demonstrated fur-

ther that Shakespeare interrupted these set

speeches with dialogue and finally brokg speeches

up and gave parts to several speakers.

The foregoing is included to acquaint the reader

with a controversy regarding the basic hypothesis

of this study. Dollarhide's opinion of Kennedy's

conclusion, however, is presented in a footnote,

and it is given strictly in the realm of opinion.

Scholars have long been contending the

question: Did Shakespeare have a knowledge of

the contents of Aristotle's Rhetoric and Poetic?

Dollarhide contends that the playwright did not;

Kennedy holds the opposite viewpoint. Since

Kennedy's book reveals considerable evidence as to

the validity of his conclusions, it seems sensible

that the purpose of this study should be to

examine some of the dramatic speeches that

Kennedy has defined as orations, thus attempting_

to identify and evaluate Shakespeare's conscious or

12Ibid., p. 209.
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unconscious
use of Aristotelian

precepts
of rhetoric.

Kennedy's
conclusio

n that Shakespea
re did use a con-

cept of rhetoric
in his orations

which can be identi-

is assumed
as a

analysis made will
fied as Aristote

lian,
basic hypothesi

s

in the study in the hope that the

constitut
e further

evidence
for or against this basic

premdse.

That Shakespea
re could have

ric and poetic either directly
from

known Aristote
lian

precepts
of rheto

actual contact with the ancient's
works or indirectl

y

” that was in the air during

from.the
"Aristot

elianism

y the following
:

the Renaissa
nce will be demonstr

ated b

in his dissertat
ion gives wel

cerning
Shakespe

are's grammar

Dollarhi
de

l-substa
nti~

ated informat
ion con

school education
. Using T. W. Baldwin's

William

reeke, as one of

glislcspa
rejg small Latino g lesse G

of his sources
he states:

It now seems clear from the work of T.

W. Baldwin that Shakespear
e's rhetorical

training

in the Tudor grammar
school was acquired

along

The whole intent

am from the petty school

to the climaxin
g study of Quintili

an in the sixth

form of the grammar school was the shaping of the

crater as the highest goal to be sought.1

Shakespea
re's grammar school training

was done exclu-

sively through the use of Latin texts. Baldwin on

this point says:

1322;2
3. p. 5. See footno

te 9.
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Latin Text is the main stream

Here in the only

(of the tradition
) the English Rhetorics

are

or untutore
d, Shaksper

e

the eddies.
Either tutored

would derive his knowledg
e from the main stream.1

4

Baldwin concludes
that Shakespea

re's books on logic

and rhetoric
were probably

:

Herennium,
the

. . the Rhetori
cae ad

figures
.53 rhetorica

l theory;

elementa
ry text for

Cicero's
Topics,

for the places
of inventio

n,

Melancht
hon, or some similar

text, for a systeme

atic survey of the sy110gism
: Susenbrot

us' E itome,

for figures
of speech;

Erasmus'
23 Du lici Copia,

st 1e and the Modus

for the two ways of varying
y

the applicat
ion 0

Conscrib
endi E istclas,

for

e we me ads to the old art of dictame
n;

for the appli-

finally Aphthoniu
s' Progygga

smata

theme-Ir
t ng: and at last

cation of rhetoric
to

Quintilian
's Institutio

Oratoria
for the classi-

cal oration.

Sister Miriam Joseph in her book, Shakespea
re's

Use 2; the Arts 2; Language
, classifi

es the schools
of

rhetoric
which probably

exerted
some influenc

e on’

Shakespea
re's compositi

on. Her classific
ation of the

1 Latin sources
from which the

derived
coincide

s with Bald-
tradition

s

English

rhetori
c textboo

ks were

win's statemen
t of the traditio

n sources
which he con-

eludes Shakespe
are studied

from, with the exceptio
n

verifie
s the schelar

's

of Erasmus.
Kennedy,

however,

In a dis-

inclusio
n in this traditio

n classifi
cation.

cussion
of the confusio

n of the rhetoric
and poetic

elements
during the Middle Ages, Kennedy says of him:

——

1‘22;9
.. p. 6. See footno

te 20.

1?;233., p. 5. See footnotes
10-17.
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And Erasmus,
while still rhetoric

al in

top forward in emphasizi
ng

his approach,
took a s

the value of the classics
for their thought lgd

content
as well as for their stylistic

form.

After reviewing
the different

schools of

rhetoric
which could have influenc

ed Shakespe
are's

tor Hiriam.J
oseph conclude

s that in

compositi
on, Sis

the Bandsts,

all three schools (the Traditiona
lists,

and the Figurists)
”there is a fundamenta

l likeness

ious differen
ces,

not hitherto
adequate

ly

despite
obv

for in all of them are

discernab
le to a degree,

recOgnize
d, the dominant

features
of.Aristo

tle's

'17 Her conclusion
s and her methodolog

y are

rhetori
c.

Richard
s. In answer to

somewhat
refuted by I. A.

e says that Shakespea
re who ill

”rhetor-
her conclusi

ons h

us-

could have illustra
ted the

trated
so much,

e without
formal in-

ical theory in its entire scop

”13 Although these two viewpoints contra-

structio
n.

in content,
they can neverthel

ess be

dict one another

nce that Shakespe
are could

construe
d to give evide

have acquired
knowledge

of Aristotle
's rhetorica

l

precepts
: the former statemen

t of Sister Miriam

Joseph gives a direct indicatio
n of some basic ”Aris-

totelianis
m” in all extant schools of rhetoric,

and

See footnote
32.——

16K°nn
°dyg P-Be Cite,

pe 20o

1'7Siste
r Miriam

Joseph,
23. cit., p. 18.

”The Places and the Fig-

181. s. Richards,

r (1949), p. 20.

urea," Kenyon Review, Winte



I‘7"

   

  

81

.nleaeiaocedw iiiss eildw .aumns13 but
an}: secqne 1:1 Marcel case a secs .dcso'rq s a"
fig? ddagofii died: sol solsasiv and to 0015' Odim”

.mnc. Olig'fgfa wind: "at as lieu on 330300.

  

’0

    

     

    

 

   

   

  

  

  

  

.20 r .|-’ .3” . (‘0‘ . ' ' ' ‘ . -J (n r I“ . _.! u- {ninefveq teal} .f.r'

€‘tTé«~3r3.", Lev ' | r‘ 3791 rjv H. no ctdw chosen“,

C

.' ‘0 -' ' — ’ ‘ - .' l U ‘ . - ' v ‘ a . I I r h
I '_ :0 F.‘ .

‘84.-..‘2qh‘. e" A . t|"l ." ' .l. . .

7 ~ - ~ . .. dun): 901.13 £1.

r K .
1

y
“
.

3

k
. \

v" -
' ... r ‘, .' .

. . . -
.-

- A. - e. x - K .II'. " " {1 a, I,”

so: uvw“' ‘c I ...7 , 'n. . ' . - ' "
.. .. - . -. s. , 1 -, '7 031:7 805

.. '{.';. -. . i.--s'-‘ f. .. .r .. . efurywensfb

e .t

- x
' '

g ' 4‘77 '1

at H ,. ~-- - v. ‘_
g

, _.

’ . "."."‘d'I

{"s .‘ ‘
e O

.

v
I

.
.

'J.-( '-

s .' 

i
i
i
” .
_ D

'
0 .
‘

I

f

a

,
—

v

'

_
i
-

*
g
s
i
b
‘

-
-

O

fl

o
“

‘
0

O

‘
b
_

I

O

\
4

C

l

.
—

\ V

" " .‘IRI'! 
    A

O
—
P

V
v
‘
fi
-

3
"
?
—

9

. t 0

I

-

  
- .-'..,r;v t3'tq ,

   

a
”

A
d
o

 

  

 

I

I
.

I

. .- - ‘9

A :4 Ignz’.l(,cb

  

      

has .0210C3uu 10 efni"¢_- -n 'u J ”:7 ,-I 'o. k-£.{: ‘3? 'l‘c}:t"’;.£’doa

 

    

M
~~v-~ ‘_.

    

  

‘

uegfifosondool sea .03 q I: ~- .“.“~”.- v....-"~=‘ -gg .zbsrmelial

v~‘13"” “9““ mm some"
    

 

   

n.

- O

 

  

 

      
I.

I

ca

“ o ' ‘...

 

i'-
\   



19

from I. A. Biehards
' assertio

n we can infer that if

torical
precepts

were in exis

evidence
to believe

they were,
Aristote

lian rho

tense,

and we have substant
ial

Shakespe
are would have been aware of them and could

dramaturgy
.

porated
them into his

n's The Arte

leknown
that Thomas Wilso

in London in 1553, (Shake-

have incor

It is wel

g; Rhetoriq
ug, publishe

d

speare's
writing period was fr

ervasive
in influence

of

ks of the traditio
nal school.

on 1591 to 1611) was

all the English

the most p

Kennedy

rhetori
c textboc

"had Wilson's
Arte 2; Rhetor-

states that Shakespe
are

19

as a basis for theory of rhetoric.
"

igue

Russell
Wagner says of Wilson's

work:

under the head of rho-

ich in an-

sable to

the time of

He re-asse
mbled,

toric all the scattere
d principl

es wh

cient times had been thought
indispen

the complet
e art of the orator

since

the ”first full treatmen
t of the best of classi-

It is

making that doctrine ”really useful in

cal doctrine,”

affairs.”
It is a "pragmatic

,

the world of practica
l

” in which the influence
s

namic body of principl
es

20

highly discernable.

of Cicero are

In re-unitin
g, selecting

, and adapting

the classica
l principl

es of public address,
W

son restored
the body and, to some extent,

re-

dy

19Kennedy,
22. cit., p. 218.
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formed the concepts of rhetorical theory.2l

Karl‘Iallaee, writing of the ”Early English

Rhetoricians en the Structure of Rhetorical Prose"

has noted a change in oral and written discourse which

suggests the influence of Aristotelian rhetorical

preeepts.

The Tudor and early Stuart Rhetoricians

who from 1509-1625 theorized about the principles

of speechemaking and sermonizing, of writing

tracts, pamphlets, and letters, reveal a shift

in opinion concerning the form and structure of

discourse. . . . the chief theorists appear to be

gradually modifying, and in a few cases abandon-

ing, the classical arrangement of rhetorical prose,

in favor of an arrangement and progression of

thought that is held to be better adapted to the

speaker's or writer's purpose, the character of

his audience, and the attendant circumstances of

time, place and occasion. The classical struc-

ture, with its exordium, narration or exposition,

proposition, confirmation, eonfutation, and con-

clusion, is clearly the preferred method of plan-

ning a composition, yet it makes room for a more

functional order and arrangement. Furthermore,

though the principal rhetoricians prefer that

prose should be ordered after the classical pat-

tern, they also admit, besides the functional

arrangement, a kind of logical structure. lith-

out having in mind a strict logical unity as we

know it today, they seem to recognize that dis-

position is influenced by the relation of a theme

or proposition and the way its points grow out

of or lead up to it.22

Available evidence suggests that Shakespeare

could have been acquainted with both Aristotle's

Rhetoric and Poetics. The Poetics was "known at'

211mm, 1). 5.

2?;2ig.. "Early English Rhetoricians on the

Structure of Rhetorical Prose,” p. 15.
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Cambridge by 1542, if not before.”23 Kennedy's study

of Shakespeare's plays leads him to believe that

Shakespeare ”came to know it through contact with

dramatists who had attended the universities, if he

had not known it before.”24 Suggestions of the

playwright's knowledge of 222 Poetics are to be found

within passages of his plays, 3.5. Hamlet's advice to

the players, etc.25 Lane Cooper in his work, Th2

Poetics 25 Aristotle, Its leaning and Influence, ex-
  

tends the source of ”AristotelianismF upon Shakespeare

to Italy: ' h

It is a question how much Shakespeare knew

about the ”rules till near the end of his career;

but he could not.have been produced without the

Italian dramatists and critics, his forerunners,

who studied Aristotle and diffused the knowledge

of classical drama that was in the air.26

In regard to The Rhetoric, it is known that

it was available in England after the early 1500's.27

To summarize, then, when we consider that

Shakespeare's formal rhetorical training is thought

to have been in the traditional manner with Cicero

 

25Marvin T. Herrick, ”The Poetics of Aris-

totle i3 E¥gland, (New Haven:.inle UniverEIty Press,

2 p0 0

24K0nn0dy, 92o 2—13" P. 218e

251bid., pp. 234-246.

26Ibid., p. 232. See footnote 51.

27Herrick,‘gp.‘gi§., p. 13
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and Quintiil ion as the classical sources: that the

three schools of rhetoric extant during Shakespeare's

writing career contained some fundamentals of ”Aris-

totelianism” as Sister Miriam Jeseph has observed,

and that Shakespeare was directly acquainted with

Wilson's rhetoric, it appears that Kennedy's conclu-

sions that some of Shakespeare's later orations con-

tain rhetoric which can be classified as Aristotelian

is a legitimate one. It is also known that Aris-

totle's Rhetoric and Poetics were circulating in

England in Shakespeare's day and that Aristotelian

rhetorical and poetic theory were available. Shake-

speare’s later plays show evidences of being influ-

enced by a source which is akin to Aristotelian .

dramatic and rhetorical theory as Kennedy has observed.

These circumstances strongly suggest that the play-

wright could have been aware of and could have incor-

porated the ancient's precepts into his dramaturgy.

The classical conception of rhetoric under the influ-

ence of Bacon and Jensen became a clear actuality in

the seventeenth century.28 But this does not mean

that there were no rhetorical innovations in

 

28James E. Wade, Mediaeval Rhetoric in Shake-

s care, (unpublished Ph. D: dissertation, University

LEErary, St. Louis University, 1942), p. 1.
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Elizabethan times.29 Considering the alert aptitudes

of Shakespeare and the change which was taking place

in the rhetorical theory in his time, it seems reason-

able to consider the later works of the playwright as

hybrid literary products of the medieval rhetorical

tradition (See page 54), and as Kennedy has observed,

as literary masterpieces which consciously or uncon-

sciously absorbed the classical precepts which were

then in circulation, and which in the seventeenth

century matured and became the standards of both oral

and written prose and poetry.

When reviewing the evidence concerning Shake-

speare's knowledge or awareness of his conscious or

unconscious application of Aristotelian precepts in

his dramaturgy, and the changes which were occurring

in the communicative process of his era, Kennedy's

conclusions appear to be both reasonable and justi-

fiable.

His conclusion, however, that Shakespeare

”perfected the revival of the ancient rhetoric in

poetic," is based on a generalized methodology, i.g.,

he has not analyzed in detail any of the dramatic

speeches which he has classified into Aristotle's

three kinds of oratory: and he has not analyzed these

orations in terms of Aristotle's Rhetoric. His main

 

29Ibid., p. s.
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concern in his book has been to show the reader Shake-

speare's use of the oration in his dramaturgy. He

has explained how Shakespeare has skillfully inte-

grated the oration into his plays; how he has used the

oration effectively as a means of character revela-

tion,as a means to advance the plot, and as a means

of pointing up significant events or a character's

reaction to an important event. He has observed that

these orations include logical and persuasive speak-

ing, but he has not conducted any detailed rhetorical

analysis to substantiate his observation. The only

attention Kennedy has given to rhetorical analysis

is to construct a general outline of the content of

some of the orations to reveal Shakespeare's use of

the introduction, narration, refutation, and epilogue,

and to treat the quality of Shakespeare's orations in

the four writing periods of the playwright's career.30

The purpose of this study, as previously stated, is

to analyze some dramatic speeches that Kennedy has

defined as orations in an attempt to identify and

evaluate Shakespeare's conscious or unconscious use

(of Aristotelian precepts of rhetoric.

It remains to determine the scope of this

analysis and to determine the criteria which are to

30Kennedy,_p. cit., see Chapter V, ”Struc-

ture of Orations."
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be applied in the examination of the dramatic passages.

As stated in Chapter I, the specific orations

which are subjected to analysis are those dramatic

speeches from.Shakespeare's work which Kennedy has

classified as forensic orations. These speeches are

listed in Table 2.

 

 

 

 

 

 

TABLE 2

Play Act-Scene Speaker Purpose

PERIOD I

The Comedy I i Aegeon Defense of himself

of Errors

The Comedy

of Errors V i Antipholus Defense of himself

of Ephesus

Titus Andro-

nicus I i Tamera Defense of son

PERIOD II

Romeo and

Juliet V iii Friar Lawrence Exposition of situ-

ation: Defense

of himself

Richard II V i Howbray Defense of himself

Henry IV,

Part I V 1 Worcester Defense of himself

Henry IV, “

Part II V ii Chief Justice Defense of himself

Merchant of

Venice IV vii Shylock Defense of himself

PERIOD III

Measure for

Measure II ii Isabella Defense of Claudio

Othello ~\ I iii Othello Defense of himself

Timon of

Athens III v Alcibiades Defense of himself

PERIOD IV

‘Winter's
32

Tale III ii Hermione Defense of herself

 

52Ibid., p. 67.
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From the foregoing table it will be noted that

the analyses are concerned with similar or identical

speaking situations. The reason for this choice is

two-fold: 1) Assuming that Shakespeare does use Aris-

totelian persuasive precepts in his orations, these

precepts would seemingly be more discernable in a

judicial situation wherein the speaker's main objec-

tive is to influence the belief of his immediate lis-

teners in the play, either positively or negatively,

on an issue that is of deep personal concern. In ten

out of twelve orations the speaker is speaking in

self-defense. 2) Because of the similarity of situa-

tions, it is possible to draw more definite conclusions

and generalizations regarding Shakespeare's use of

Aristotelian rhetorical theory.

This study covers orations from plays written

in all four periods of Shakespeare's career. Kennedy

has observed that the playwright used the oration

most frequently in his early plays at which time he

was "most generally given to experiment in language";

and that "like his predecessors," he found "the ora-

tion a convenient vehicle for rhetorical display."

As Shakespeare gave more attention to the defelopment

of plot, the number of the orations used in his plays

decreased; but "along with the development of the plot

structure, "Shakespeare showed "discrimination and
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concentration in the use of the oration.” He refined

the oratorical speech, fitting it to the individual

character of the speaker, and using it more skill-

fully to advance the plot. Lastly, Kennedy has ob-

served:

. . . there is a growing interest and de-

veloping skill in Shakespeare's use of the trial

scene and the forensic. The tenseness of situa-

tion characteristic of a trial scene furnishes

occasion and opportunity for unusually effective

use of a carefully worked out speech of defense.

In connection with the foregoing, an attempt

is made to note specifically the basic differences in

the quality of the forensic orations used by Shake-

speare in the four periods of his writing career.

It should be kept in.mind that in a study of

this nature there are variables such as characteriza-

tion and the playwright's dramatic purpose; and that

any conclusions drawn are drawn in consideration of

these and other non-realistic elements.

The methodology for this study as outlined

at the end of Chapter I, is to analyze in full detail

according to Aristotelian rhetorical precepts Her-

mione's oration from.The Winter's gglg. This drama-

tic speech is fren.Shakespeare's fourth period of writ-

ing. In regard to its quality, Mr. Kennedy states:

33Ib1d., p. 73.
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Hernione's oration represents the best

of Shakespeare's work in dramatic integration.

. . . Furthermore, her forensic achieves the

introduction of rhetoric in poetic according to

the best of classical tradition in a play which

represents Shakespeare's most ambitious effort

in harmonizing the romantic and classical ideals

of poetic in drmma.54

Asswming that Kennedy's statements are correct,

it should be possible to use the oration of Hermione

as a standard to which the other orations could be

compared and by which they could be evaluated. By

this methodology, the basic differences and similari-

ties in the techniques used by Shakespeare in the com-

position of his orations can be more easily and

accurately made.

It should be made clear that Kennedy's con-

clusions regarding Shakespeare's use of the oration

in his dramaturgy have been made by applying Aris-

totle’s theory of what constitutes drama as that

theory is voiced in 223 Poetics; that Kennedy has been

concerned with the various elements of Shakespeare's

plays: the plot and the development of character as

well as the oration: and that this study is concerned

only with Kennedy's generalized conclusion, "He

[Shakespeare] perfected the revival of the ancient

rhetoric in poetic." Some attention is given to plot

and character because the overall effect of an

34Ib1d., p. 163.
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oretien is naturally contingent to some extent upon

these two elements. Nevertheless, plot and character

are not treated as main elements of the analysis,

unless they are essential contributing factors to the

overall speaking situation.

With these limitations in.mind, then, let us

consider the formulation of specific rhetorical cri-

teria which are applied in the present analysis.

Aristotle's conceptien of the place of rhe-

toric in the poetic drama which appears in Chapter

‘XIX of The Rgetics is as follows:

It remains to speak of the Diction and

Thought, the other parts of Tragedy having been

Concerning the Thought, we may assumediscussed.

wflsat is said in the Rhetoric; to which inquiry

the subject more strictly belongs. Under Thought

is included every effect which has to be produced

by speech: in particular-~proof and refutation:

the excitation of the feelings, such as pity,

fear, and anger, and the like; the heightening or

extenuating of facts. Further, it is evident

that the dramatic incidents must be treated fro-

the same points of view as the dramatic speeches,

when the object is to evoke the sense of pity,

The only differ-fear, grandeur, or probability.

ence is that the incidents should speak for them»

selves without verbal exposition; while the

effects aimed at in a speech should be produced

by the speaker, and as a result of the speech.

if the properFor what were the need of a speaker,

impression were at once conveyed, quite apart

from.what he says.

”Concerning the Thought, we may assume which

is said in the Rhetoric; to which inquiry the subject

.more strictly belongs." Since Aristotle refers us

35Ib1do’ p. 30
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to 222 Rhetoric, the procedure which is followed to

determine the criteria for analysis is first, to

demonstrate only to an expedient extent that the con-

tents of Th2 Rhetoric are in harmony with Aristotle's

concept of the place of rhetoric in the poetic drama;

and second, to establish the criteria which are

applied in the analysis of the forensic orations.

"Under Thought is included every effect which

has to be produced by speech.“ When comparing this

statement from Eh: Poetics with the definition of

rhetoric itself as found in The Rhetoric: ”So let
 

Rhetoric be defined as the faculty (power) of dis-

covering in the particular case what are the avail-

able means of persuasion,”56 points of identity

appear. These points of identity, whether rhetoric

be a subsidiary element in the poetic drama or whether

it be a means of speaking effectively and persuasively,

are inherent in the phrases, ”every effect which has

to be produced by speech” and ”discovering in the par-

ticular case what are the available means of persua-

sion.I In 2h: Poetics, Aristotle defines those

effects as being ”proof and refutation”; ”the excita-

tion of feelings such as pity, fear, anger, and the

like,” and ”the heightening or extenuating of facts.”

56Aristotle, The Rhetoric of Aristotle, trans.,

Lane Cooper, (New Tori?" IppletonéCZntury-Crofts, Inc.,

1932), lo 2’ Fe 7.
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In The Rhetoric, persuasion, which is the

basic element of ”proof and refutation," is effected

by the speaker's use of non-artistic proofs (the use

of testimonies, witnesses, laws, etc.), and the three

modes of artistic proofs, ethical, pathetic and legi-

cal proof.

Considering ethical proof first, Aristotle

says that to establish this mode of proof:

The speaker must paint his portrait in

the right colors . . . the speaker must seen to

have good sense; good moral character, and good

will toward the audience.3

To establish pathetic proof, the speaker must ”put

his hearers in the proper frame of mind. He "must

understand emotions, and have propositions at command

for inducting them.”:58 To establish logical proof:

The speaker must know the general prin-

ciples of arguing . . . he must have ideas about

the uses and kinds of logical patterns and the

logical questions or issues wggch occur in . . .

every sort of subject matter.

A speaker's Judicious use of the three fore-

going modes of proof constitutes then, to a large

extent the means by which he can effect persuasion.

Table.3 shows the identical or parallel elements

 

37Taken from an unpublished outline on Aris-

totle's Rhetoric prepared by H. A. Wilchelns, Cornell

University, n. a.

33Ib1d.

39Ib1d.
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inherent within the precepts of The Poetics and those

of The Rhetoric, with reference to persuasive speaking.

TABEE 3

‘A COMPARISON OF THE SYNONYMY 0R PARALLELISHS

IHHERENT WITHIN ARISTOTLES'S THEORY OF THE

PLACE OF RHETORIC IN THE POETIC DRAMA

AND OF RHETORIC AS A MEANS OF

PERSUASIVE SPEAKING

The Rhetoric The Poetics

1. Ethical Proof (ethos) 1. Excitation of feelings of

pity, fear, anger, etc.

2. Pathetic proof 2. Excitation of feelings of

(pathos) pity, fear, anger, etc.

3. Logical proof (legos) 3. Proof and refutation.

4. The three modes of . 4. The heightening and exten-

proof and narration. uating of facts.

5. The object of speech: 5. The object of speech: to

to persuade~~involving evoke a sense of pity, gran—

all three modes of dour, or probabilityo-in-

proof. volving the three modes of

proof.

Such a presentation, of course, distorts the

intent of Aristotle because it presents the three

modes of proof as separate entities rather than as

three complementary aspects of the total speaking

situation. To clarify, 3.5., a link in a speaker's

chain of reasoning may be stated in such a way that

it will add to the speaker's pathetic and ethical

proof as it simultaneously presents a cogent argu-

ment to the audience. Similarly, in the rhetoric of

the poetic drama, a character may ”extenuato" or

”heighten” some facts through logical methodoIOgy,

and thereby evoke ”a sense of pity or grandeur.”
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Because of the presence of the logical and pathetic

elements, his factual account may be acceptable as

proof or refutation of the issue at hand.

The synonymy of the legical proof in EE£.§ES'

tggig and the proof and refutation in Th3 Poetics is

obvious. The pathetic and ethical proofs find their

relative parallels in the ”excitation of feelings":

Ono's passions or emotions are usually aroused only to

the degree to which one identifies oneself positively

or negatively with the subject at hand. The source of

this identification or empathy is usually found in the

ethical qualities of a character or in the ethical and

emotional nature of the issues in which the character

is involved. ”The excitation of feelings“ is accom-

plished to thedegree that the speaker evinces to his

hearers that he is emotionally moved by what he is

uttering and to the degree that the speaker, both by

ethos and pathos, is capable of producing the desired

emotional reaction in his audience. "The excitation

of feelings," then, is to a large extent dependent

upon the pathetic and ethical proofs inherent in or

established by the speaker. The logical mode of proof

is by no means excluded from this effect produced by

speech. It seems, however, that the two other proofs

would be more dominantly employed to evoke an ”excita-

tion of feelings” in the audience.

n.
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In Th: Poetics, Aristotle describes “the

heightening and extenuating of facts” as two of the

effects which should be produced by rhetoric in the

drama. This phrase in itself embraces much of the

theory in The Rhetoric. To heighten the facts of an
 

issue or circumstance in the poetic drama suggests the

use of the pathetic and ethical means of proof, but

it by no means excludes a logical approach or the

establishment of logical proof in the presentation.

To extenuate the facts: to represent an issue or a

circunstance as being less offensive, less serious than

it has been alleged to be, suggests a logical approach

and the establishment of logical proof predominantly;

but again, it by no means precludes the speaker's use

of the ethical or pathetic modes of proof. I

When comparing the ends of rhetoric as Arise

totle has defined them in The Rhetoric and Th3 Poetics
 

(See Table 5), it is necessary to keep in mind that in

The Rhetoric the real, the practical, the expedient
 

are being dealt with. The ultimate end is persuasion.

In The Poetics, the imitation of life and artistic en-
 

deavor are the paramount considerations. The rhetoric

of the playwright is subordinated to his overall-

dranatic purposes. He incorporates it with various

other devices to create an impression upon the view-

ers of his work. In both The Rhetoric and The Poetics,
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however, the same elements are incorporated, as it

has been demonstrated. Persuasion through speech is

vital to the total impression which the playwright

wishes to make upon his audience: it must be per-

suaded in one form or another before it is capable

of reacting to the characters, issues, and circume

stances that are being portrayed.

The foregoing demonstration of the synonymy

and parallelism of Aristotle's concept of rhetoric,

whether it be a theory of effective public speaking

or a subsidiary element in the poetic drama, then,

justifies the establishment of criteria for analysis

of the dramatic speeches by drawing these criteria

from The Rhetoric. Since Aristotle refers the reader

to The Rhetoric when he speaks of the proper relation-

ship between rhetoric and the poetic in drama; and

since Mr. Kennedy has asserted that Shakespeare's

later oratorical passages are in harmony with.Aris-

totelian precepts, the bulk of this study is concerned

with a detailed analysis of the specified orations in

terms of Aristotle's precepts of rhetorical discourse

as they are set forth in The Rhetoric.

In The Rhetoric, Aristotle has divided the

types of speaking into three categories: deliberative

(political, advisory); forensic (legal), and epideic-

tic (ceremonial).4° He has explained that the three
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nodes of proof: logical, pathetic, and ethical, are

to be incorporated in all three branches of speaking,

as is the non-artistic mode of proof. In addition to

these four means of persuasion applicable to all three

branches of rhetoric, Aristotle has formulated speci-

fic precepts which are to be applied to each branch

of speaking in particular. In accordance with the

philosopher's methodology. an examination of the

speeches is made to identify and analyze the means

by which the speaker has established logical, ethical,

and pathetic proof and also to note if any form of

inch-artistic proof has been incorporated into the

speaking situation. In addition, the speeches are

analyzed in light of some of the rhetorical precepts

which Aristotle has formulated in regard to forensic

speaking in particular. It remains now to define and

to specify the criteria which are applied in the

analysis.

The Non-artistic Mode of Proof: Aristotle

defines the non-artistic mode of proof:

By "non-artistic" proofs are meant all

such as are not supgiied by ou'own efforts, but

existed beforehand.

Aristotle refers to them.as “a non-technical means of

persuasion.” He enumerates five kinds of non-artistic

 

40M13t0t19, 23s 2.3.2" 1e 3, Fe 16.

4111914., 1. 2, p. 8.
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means of proof: ”laws, witnesses, contracts, tor-

tures, and oaths,a commenting thereafter that "these

belong especially to the forensic branch of Rhetoric.”42

Aristotle's treatment of the non-artistic

modes of proof is involved and lengthy. For the sake

of brevity, mere mentien is made of his points. Dur-

ing the examination of the orations, those precepts

which are applicable in the analysis are defined from

223 Rhetoric and are applied to the orations.

Covering the speaker's use of laws to estab-

lish proof, Aristotle delineates the techniques of

argument which should be followed in specific in-

stances and circumstances. He defines the two kinds

of laws: the written law and the unwritten law-9the

latter being the universal law housing the principle

of equity.45

Treating the subject of witnesses, Aristotle

designates two kinds: the ”ancient, time-honored wit-

nesses,“ whose Judgments are recorded, and the ”recent

witnesses”--those who testify at the scene of the

trial.44 -He instructs the speaker concerning the use

of witnesses, and to a greater length concerning the

 

421b1d., 1. 15, p. 80.

43Ib1d., 1. 15. pp. 30-31.

*4Ib1d., pp. 32-84.
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use of contracts, tortures, and oaths--how they should

be incorporated in establishing proof.45

In the analysis of Shakespeare’s orations, the

speaker's use of the non-artistic modes of proof are

examined in light of Aristotle's precepts as they are

set forth in Book I, Chapter 15 of The Rhetoric.

The Three Artistic Hodes of Proof: In regard

to ethical proof (ethos) and its importance in foren-

sic speaking, Aristotle says:

Now Rhetoric finds its end in {udgment .

. . in forensic speaking the decision of the

Jury) is a Judgment; and hence the speaker must

not merely see to it that his speech (as an

argument) shall be convincing and persuasive,

but he must (in and by the speech) give the

right impression of himself and get the judge

(audience) into the right state of mind . . .

producing the right attitude in the hearer is

. . . important in forensic.

As for the speakers themselves, the

sources of our trust in them are three, for apart

from the arguments (in a speech) there are three

things that gain our belief, namely, intelligence,

character, and good will. Speakers are untrust-

worthy in what they say or advise from one or

more of the following causes. Either through

want of intelligence they form wrong opinions;

or, while they form correct opinions, their ras-

cality leads them to say what they do not think;

or, while intelligent and honest enough they

are not well-disposed (to the hearer).46

In consideration of the above, the analysis

treats those utterances of the speaker which aid in

the establishment of ethical proof or which reflect

 

45Ib1d., pp. 84-89.

461b1de, 2e 1' pp. 91‘92e
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the ethos of the speaker. Any technique or method

which the speaker uses to show ”good will toward the

audience“; which reflects or establishes the speaker's

”intelligence" and ”character” as being ”trustworthy”

is identified as part of the means by which the speak-

er has established ethical proof.

In regard to pathetic proof, Aristotle begins

by defining what he means by emotion: " . . . those

states which are attended by pain and pleasure."47

He then explains how pathetic proof is incorporated

into persuasive speaking:

. . . persuasion is effected through the

audience, when they are brought by the speech

into a state of emotion; for we give very differ-

ent decisions undertme sway of pain or joy, and

liking and hatred.48

First, the analysis of the designated ora-

tions identifies the specific emotion which the speak-

er has produced by his speech: secondly, the means by

which the speaker has produced an emotional reaction

in his audience is analyzed; and third; an attempt is

made to determine to what extent the established

pathetic proof augments the total effectiveness of

the speech.

In considering logical proof, Aristotle first

treats the ”means of persuasion common to all branches

 

47Ib1d., 2. 1, p. 92.

481b1d., 2. 20, p. 147.
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of speaking”:

”It remains to discuss the means that are

common to all three. These common (universal)

means are generally two-~that is under one genus

there are two sgecies, namely the Example and

the Enthmnmme.4

‘When treating the subject of legical proof in

connection with forensic speaking, the rhetorician

states: ”Argument by enthymeme is more characteris-

tic” of this branch of rhetoric.50

Aristotle defines the enthymeme as a ”rhetori-

cal syllogism.” In other words, the enthymeme is to

rhetoric what the syllogism is to logic. It is, in

a sense, a link of reasoning in a persuasive argument.

It is based on deduction: I

To conclude from certain assumptions that

something else follows from those assumptions

(something distinct from them, yet dependent

upon their existing) either universally or as

a rule--this in Dialectic, is called a syllo-

gism, and in Rhetoric an enthymeme."1

An explanation of the nature of the enthymeme

and the enthymematic reasoning process as it was con-

ceived by Aristotle has been aptly interpreted and

presented by James McBurney in his dissertation, The

Place 2; the‘Enthymeme in Rhetorical Theory.52 In

 

499333., 2. 20, p. 147.

503213., 3. 17, p. 235.

5132351., 1. 2, p. 10.

52James McBurney, “The Place of the Enthymeme

in Rhetorical Theory,“ Abstract of Ph. D. Dissertation

from Speech Monographs, Vol. III (1936).
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one section of his work, McBurney treats the enthy-

meme in relation to the nature of the subject matter

from which.it is drawn, demonstrating that enthymemes

are formulated from.probabilities, signs, examples

(involving analogical reasoning based on induction),

and refutation. He also explains how enthymemes are

employed in the reasoning process. His interpretation

of Aristotle's enthymeme and the enthymematic reasons

ing process is as follows: Enthymemes drawn from

probabilities (arguments which are usually accepted

as being true because it is probable that they are

so) attempt to account for a fact or a principle al-

ready maintained. Such an enthymeme assigns a cause

or a reason for the existence of a fact or principle

already acknowledged.53 Enthymemes which find their

basis in signs seek to supply a reason which will in

turn establish the existence of a fact without offer-

ing any causal relation between the sign and the fact

under consideration. There are three types of signs

from.which such enthymemes can be drawn: the certain

sign (indisputable); the fallible sign (disputable)

54 Aristotle cites two kinds of ex-and the example.

ample from which enthymemes can be formed: the histo-

rical example, drawn from reliable sources in his-

tory, and the invented example. The invented example

 

551b1d., p. 56.

54Ibid., p. 57.
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.Aristotle also subdivides into two classes: the illus-

trative parallel and the fable.55 Enthymemes formu-

lated from the example are based on induction and the

analogical reasoning process, whereas the enthymemes

drawn from.probabilities and signs are based on deduc-

tion.56 To summarise McBurney's interpretation up

to this point: ”An enthymeme, then, is a syllogism

drawn from probable causes, signs (certain and

fallible), and examples,” starting with probable pre-

mises and lacking formal‘validity.57 Refutative en-

thymemes are formed by either bringing up an objec-

tion to the preceding argument offered by the opponent

or by the construction of a counter-syllogism.or argu-

ment. McBurney makes an interesting comment in regard

to such enthymemes when they are drawn from probabili-

ties and signs: ”it is impossible to refute enthy-

memes which reason from probabilities because the

premises cannot be proven to be anything but probable,"

and the same holds true when the enthynanes are drawn

fromsigns.58

Aristotle also states that maxhns can be used

 

55.22.12.

56993. , pp. 53-59.

57;bid., p. 58.

533233., p. 65.
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as the basis of enthymemes. He defines a maxim as

"a general sentiment (sententious generalization)

respecting human life and action."59

Since Aristotle asserts the enthymeme to be

the basis of logical proof in forensic speaking, the

analysis of the orations is made to identify Shake»;

speare's use of the enthymeme and the enthymematic

reasoning process. In addition to the identification

of the enthymemes, the premises from which they are

drawn is designated in terms of probabilities, signs,

examples, maxims, and of refutation.

Aristotle has much to say in regard to the

means of establishing logical proof in the forensic

speaking situation. He first introduces the reader

to the elements of this branch of rhetoric. They are,

basically, ”accusation and defense"; the time element

is in the past--”for it is always with regard to

things already done that the one party accuses and

the other defends."60 The “aim of judicial pleaders

concerns justice and injustice and they in like manner

make the other considerations subsidiary to these.”61

Since ”expediency, justice, and honor, and their oppo-

 

59Aristotle, 22. ggg., 2. 21, p. 150.

60Ibid., 1. 3, p. 17.

611bid., 1. s, p. 19.
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sites are the subjects,” the speaker must treat these

subjects in his proof.62 Aristotle enumerates the

four possible issues with which the judicial pleader

will be concerned: (1) that the act was not commit-

ted; (2) that the act did no harm; (5) that the act

did 1.33 harm than 1. alleged; and (4) that the act

was justified; and he advises that the speaker's .

arguments d1ould be drawn to demonstrate the invali-

dity of the accusation only in terms of one of these

four issues.65

Treating the establishment of logical proof

and the use of enthymemes in forensic speaking, the

ancient says:

Forensic speaking has to do with.matters

of fact~~now true or untrue, and necessarily so;

here strict proof is more feasible, since the

past cannot change. But the enthymemes should

not be given in an unbroken string; interweave

them with different matter, or your arguments

will damage each other's effect. There is a

limit to the length of each series. . . . And

avoid using the enthymeme when you are trying to

stir emotion, for it will eitheg dispel the emo-

tion or itself be futile. . . . 4

If you have proofs of your case, then use

them, and speak from moral character (use moral

suasion) as well; if you have nothing for enthy-

memes, then rely upon moral suasion alone. After

all, it is more in keeping with the true worth

to reveal yourself as a man of probity than as

short in argument. 5

 

6S2239.

5§gpgg., 3. 17, p. 233.

64;ggg., p. 234.

65gpgg., p. 235.
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To shorten this presentation, mention will

merely be made of other passages wherein Aristotle

deals with the establishment of logical proof in the

forensic speech: In Book III (for specific refer-

ences, see footnotes), the rhetorician lists nine

different ways of dealing with prejudice66 and four

ways of responding to interrOgation.67

In consideration of the foregoing, the ana-

lysis of Shakespeare's use of logical proof in his

orations first, identifies the enthymematic chain of

reasoning and determines the premises of these enthy-

memes in terms of probabilities, signs, examples,

maxims and refutation. Cursory attention is given

to an identification of the issue at hand to deter-

mine which of the four possible issues in forensic

speaking designated by Aristotle is involved in the

oration. Notice is also given to determine to what

extent the subjects of ”expediency, justice, honor

and their opposites" are incorporated into the proof

of the speakers. The effectiveness of the established

logical proof is evaluated along with the other as-

pects of the speech and the unique speaking situation.

What Aristotle has said in regard to interrogation

and dealing with prejudice (for brevity's sake these

 

66Ibid., 3. 15, p. 226.

57Ibid., 5. 18, p. 238.
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precepts are not discussed) will be kept in mind dur-

ing the analysis; and if there is evidence of their

use, the precepts involved are defined from Egg Egg-

tggig and are applied in the analysis.

In Book III of his work, Aristotle explains

the structure or arrangement (33533) of the speech,

and again lays down certain rules to be applied in

the forensic speaking situation. The basis of all

speech structure, Aristotle says is that

i a Speech has two parts. Necessarily you state

your case, and you prove it. In Rhetoric we must

call these two processes, respectively, Statement

and Argument.68

”Statement" and "Argument,” then, are the

basic essentials of a speech, and *at most the parts

cannot exceed fouruwProem, Statement, Argument, and

Epilogue.” Refutation of an opponent is part of the

argument; narration is a variety of statement. Aris-

totle defines the epilogue and the proem as aids to

memory.69 Concerning their special use in forensic

speaking, he states:

The superlative function of the proenl'is] te

make clear the end and object of your work.

And hence, if your matter is plain and short,

a proen really should not be employed.70

 

681b1d., 1. 15, p. 220.

69Ibid., 3. 14, p. 220.

70Ibid. p. 223.
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Nor is the Epilogue always a part of the

forensic speech: it is needless, for example,

when the speech is short, or if the facts are

easy to keep in.mind: an epilogue serves to re-

duce the apparent length of your speech.'71

The Epilogue is made up of four elements.

(1) You must render the audience well-disposed

to yourself, and ill-disposed to your opponent:

(2) you must magnify and depreciate (make what-

ever favors your case seem.more im ortant and

whatever favors his case seem less : (3) you

must put the audience into the right state of

emotion; and (4) you must refresh their men-

ories. (summary) 2

It is clear from the above that Aristotle's

precepts concerning the structure and arrangement of

speeches are quite flexible and practical.

It is important to note his commentaries on

the use of the narration in forensic speaking:

The defence needs less narration . . .

unless your story will bear on the contention

[khatJ it was no injustice, or the like. Fur-

ther, speak briefly of events as past and gone,

except when representing them as present will

excite pity and indignation. . . . The narration

should depict character. . . . One thing that

will give this quality is the revelation of moral

purpose; for the quality of the ethos is deter-

mined by the quality of the purpose revealed--

do not speak as if from the intellect after the

fashion of the day: let the words come as if

from a moral purpose: ”This, I willed; aye, it

was my natural choice: nay, though it profiteth

me nothing, even so it was better.”75

And in narrating employ the traits of

emotion. Use the symptoms familiar to all, and

 

72Ibid., 3. 19, p. 240.

73Ibid., 3. 16, p. 250.
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any special signs of emotion in the defendant

or his adversary.74

The foregoing precepts which Aristotle has

formulated regarding the organization of the oration

and its specific adaptations to forensic speaking are

adopted as criteria for a structural analysis of the

designated speeches. Aristotle’s treatment of the

use of narration to establish ethical and pathetic

proof is obviously an overlapping of material for

analysis. When such a narration appears in an ora-

tion, the narrationissnalyzed under both pathetic or

ethical proof and structural analysis.

It will be recalled that Kennedy has examined

the structure of Shakespeare's orations and has con-

cluded that their quality steadily improved as the

playwright’s writing career progressed. In the plays

of the first period, he has observed that the ora-

tions are "simple in structure” and ”artificially

set” into the milieu of the plot. In the second

period, Kennedy cites Howbray's defense against

Bolingbroke (Richard II) as an example of an oration

wherein Shakespeare ”reveals a maturing sense for the

use of argumentative-rhetoric”: and says that this

oration foreshadows the excellence of Hermione's'

speech of defense (The Winter's Tale) written approxi-

 

74Ibid., p. 231.
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lately fifteen years later.75 When treating the

third writing period, Kennedy states: ”Whenever Shake-

speare's hand touches the oration . . .t, the maturity

of his genius creates a work of finished rhetorical

art."'76 It will be recalled that Kennedy cited Her-

mione's oration fromihe fourth period as the best

example of Shakespeare's art, both in its rhetorical

quality and in its dramatic integration into the play

plot. Comparing the structure of the orations all

the way from Th: Comedy 2; Errors to the plays from

the third and fourth periods, Kennedy concludes:

”Outline becomes more and more subdued as more and

more effort and skill are devoted to feeling and

expression.”77

When commenting upon the overall structure of

Shakespeare's orations, Kennedy leaves his Aristote-

lian poetic criteria and states: "The structure of

Shakespeare's orations reveals their fidelity to the

best classical tradition.” By the term "classical,'

he is referring to Cicero, Quintilian and Thomas

Wilson, in addition to Aristotle.78 Through a review

of the writings of these authorities on the subject

 

75Kennedy, 22. g$£., pp. 104-105.

76;pgg., p. 107.

77;pgg., p. 111.

73;23§., p. 147.
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of structure or arrangement, he has demonstrated the

similarities of their theories.79 Considering this

demonstration, and recalling Aristotle's own flexible

treatment of the parts of the oration, this study

proposes to examine the structure of the specified

orations in terms of Aristotle's precepts to identi-

fy Shakespeare's use of the proem, statement, narra-

tion, argument, refutation, and epilogue. It is im-

portant here to mention that all these parts may not

be found in one passage of speaking or may not be

found within any one speech. Also, the forensic speech

with its element of refutation or argument obviously

involves more than one speaker. Then, too, Shake-

speare's method of drmmaturgy may have found it neces-

sary to shift the position of a part of the oration,

such as the introduction or proem, to some source

other than the main speaker.

To summarize this point of analysis: the

orations are analyzed both according to the general

precepts of Aristotle concerning the parts and arrange-

ment of a speech, and according to the specific pre-

cepts concerning forensic speaking. Attention 1‘~W

also given to the structural development of the ora-

tions which Kennedy has partially treated in his

 

79Ib1d., pp. 116-129.
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work.80 A comparison of the structure of the ora-

tions is made to determine both their differences and

the ways in which Kennedy considers the later ones

to have improved upon the earlier orations. The

structure of Hermione's oration (The Winter's gglg)

is adopted as the criterion for this comparison.

In Book III of The Rhetoric, Aristotle states:
 

The provinces of study which concern the

making of a speech are three: (1) the means of

effecting persuasion (the four modes of proof);

(2) the style; and (5) the right ordering of the

several divisions of the whole.81

Up to this point the criteria established for analysis

have included Aristotle's first and third parts of

”The provinces of study which concern the making of

a speech.” It remains to treat part two, the style.

To Aristotle, style, or lexis, meant the way in which

the thoughts of the speaker are expressed. Lexis in-

volved "choice of words, syntax, and delivery."32

”In his book, Kennedy states that he has made

”no attempt to analyze the eloquence of Shakespeare's

orations.'85 It should be remembered also that in

his general treatment of the structure of the orations,

 

80Ibid., 103-147.

81Aristotle, gp. cit., 3. 1, p. 182.

BzIbid.
 

83Kennedy, gp. cit., p. 141.
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while it has been partially drawn from.the third book

of The Rhetoric, Kennedy has coupled Aristotle's pre-
 

cepts with those of other classical rhetoricians.

His treatment of the orations in the Aristotelian vein

does not embrace a consideration of the "choice of

words" and ”syntax"; and for this reason, his concluu

sion that Shakespeare ”perfected the revival of the

ancient rhetoric in poetic" is based on incomplete

evidence. Since this study has adopted Kennedy's

conclusion as its basic hypothesis, however, it seems

wise to execute an analysis only of those Aristotelian

elements discussed by Kennedy.

In addition to this reason for omitting a con-

sideration of style, certain other problems are also

apparent. In Book III, for example, Aristotle speaks

of the ”golden.mean” of expression as it applies to

rose, while Shakespeare's orations are written in

poetic form.84 Also, the ancient rhetorician explain-

ed the subject of legig for the student of 332; dis-

course. It is well-known, however, that rhetoric in

the Renaissance was predominantly a theory of composi-

tion rather than a theory of oral persuasive discourse.

The nature of this theory of rhetorical composition,

revealed by Morris Crell in his introduction to

 

849£e Cite, 3e 2, pe 185.
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Euphues: The Anatomy 9; Wit: Euphues and His Egglan ,

further complicates the problem.when one considers

an analysis of Shakespeare's poetic drama in terms

of Aristotelian prose precepts. Breaking in on Croll

as he is discussing the schemes and figures (the de-

vices by which composition was written in the Renais-

sance), we learn of the precipitating reason for the

predominance of the ornateness of expression in Renais-

sance rhetoric:

What new charm did the schemes have in the

sixteenth century? We might answer that the love

for all forms of ornateness, characteristic of

the Renaissance, would alone have served to re-

vive the schemata. But the true explanation of

the phenomenon is certainly that now for the

first time these figures appeared in an artistic

and elaborate use in the vernacular. The novelty

consists, not in the figures themselves, but in

the fact that they are sounded on a new instru-

ment, and that an art which had been the posses-

sion of clerks alone becomes the property of men

and women of the world. In the history of

fashiogs there are episodes much stranger than

thiBeB

In regard to the influence of this rhetorical

ornateness of expression upon Shakespeare's composi-

tion in particular, James E. Wade in his dissertation,

Mediaeval Rhetoric in Shakespeare, studied intensively
 

 

Shakespeare's early poems ’Venus and Adonis and The

Rape 23 Lucrece to note the playwright's use of the

85
Morris Wm. Croll Eu hues: The Anatom of

Wit: Eu hues 22d His En land 5 John L-I', ed. Harry

CIemon and Morris Wm. CroII, TEonaon ew York, 1916),

see “Introduction,” p. liv.
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theory of rhetorical composition as it was taught in

the grammar schools of the day.“ In addition to this

main area of concentration,‘Wade conducted a survey

of twelve plays ranging from 1590 to 1610. One of

the conclusions of his study is that the rhetorical

theory of the Middle Ages “accounts for part of

Shakespeare's linguistic effects in his drama.”86

As Shakespeare's art became more mature, the rhetori-

cal ornamentation was subordinated to his poetic and

dramatic purposes, but he never ceased using the orna-

mental rhetoric which was passed on to the Renaissance

through the Middle Ages.87 Wade states that this orna-

mental rhetoric was less distinguishable in Shakespeare's

later plays because it became "an integral part of his

imagery and functional use of language." But, when

Shakespeare wrote his last plays, (1609 to 1611), Wade

points out that "the mediaeval tradition was not

dead.” His plays were still being written for a

I'rhetoric-minded audience."88

Wade and Kennedy agree, then, that Shakespeare's

use of language became less distinguishably ornate as

the playwright's career progressed. wad. states, how-

ever, that his composition near the termination of

86w‘d03 O O Cite, Po 155.

872212.. P. 57, see footnote 14.

88Ibid., p. 33.
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his career still contained rhetorical elements in-

herited from the mediaeval tradition and that Shake-

speare was still writing for an audience which ex-

pected and appreciated an ornate mmde of expression.

It seems reasonable, then, if Shakespeare's composi-

tion was congruous with the rhetorical theory of his

time, and wade concludes thatit‘was, that his use of

style would not be Aristotelian, even though '

other aspects of his rhetoric in the orations of

his later plays were-mas Kennedy has observed.

The foregoing material is included to demon-

strate the reasons for the writer's withdrawal from

attempting an analysis of the style of Shakespeare's

oratiOns in terms of Aristotle's Book III of The Rha-

Eggig. Scholars have been and are still contending

the moot question: Did Shakespeare know of and in-

corporate Aristotle's Poetics into his dramaturgy?

(As has been previously noted, Kennedy discusses this

question.)89 The incongruous points of view pre-

sented and the foregoing paramount question produce

a problem which is too broad and too involved to be

treated in this study. Some mention is made of style

in connection with the analysis of the three modes

of proof; but Shakespeare's syntax and his choice

of words is not analyzed in terms of the Aristotelian

 

BQKanQdy, .22. Cite, ppe 218-2460
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conception of the ”golden mean” of expression, or

”lexis,” per se. The examination of the orations

applies only Aristotle's precepts concerning the

structure and arrangement of speeches from Book III

of The Rhetoric.

The scope of analysis: This analysis treats
 

the twelve forensic orations from the plays of Shake-

speare as they are listed on page twenty-five.

The methodology of analysis: The overall
 

methodology of this analysis is based on comparison.

Hermione's oration from The Winter's Tale is analyzed
 

and evaluated in terms of the Aristotelian rhetorical

criteria which are hereafter summarized. The other

orations are analyzed through the use of annotated

manuscripts of the speeches, i.e., each oration is

examined by the application of the same Aristotelian

principles which are applied to the fore-mentioned

oration, but the analysis does not include a lengthy

explanation of the Aristotelian elements found there-

in. In the concluding chapter of this study the re-

sults of these analyses are summarized and compared

to Hermione's oration. The excellency of Hermione's

speech, then, is adopted as a criterion of evaluation

and it is applied to the other orations to ascertain

their qualities and merits. The reasons for the

improving quality in Shakespeare's orations as re~
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corded in Kennedy are made more discernable by follow-

ing this procedure.

The Aristotelian rhetorical_principles which
 

are basic to the analysis:
 

I.

II.

An Analysis of the Non-Artistic Proofs is Con-

cerned with:

An identification of the speaker's use of a

mode of non-artistic proof.

An evaluation of its use, per se, and in its

relation to the other aspects of the speech

with consideration of the dramatic circum-

stances.

A.

B.

The

A.

B.

C.

Three Modes of Artistic Proof.

The analysis of the speaker's use of ethical

proof is concerned with the following:

1.

2.

The identification of the utterances,

techniques, or methods used by the speaker

to establish ethical proof.

An evaluation of the speaker's use of

ethical proof, per se, and in its relation

to the other aspects of the speech with

consideration of the dramatic circum-

stances.

The analysis of the speaker's use of pathetic

proof is concerned with the following:

1.

2.

3.

The specific emotion produced by the

speech is identified.

The means by which the speaker has estab-

lished emotion proof is identified and

analyzed with consideration of the drama-

tic circumstances.

The speaker's use of pathetic proof, per

se, and in its relation to the other

aspects of speech with consideration of

the dramatic circumstances.

The analysis of the speaker's use of logical

proof is concerned with the following:

1.

2.

An identification of the enthymemes and

the premises from which they are drawn

18 madOe 4

An evaluation of the speaker's use of

the enthymematic reasoning process, per

se, and in its relation to the other

aspects of the speech with consideration

of the dramatic circumstances.



III.

58

3. An identification, analysis, and evalua-

tion of speaker's use of those Aristote-

lian precepts which pertain specifically

to the establishment of logical proof in

forensic speaking is made. The evalua-

tion is made by considering them in rela-

tion to the other aspects of the speech

and with consideration of the dramatic

circumstances.

4. An identification of the issue with which

the speech is involved in terms of Ari-

stotle's four possible issues of foren-

sic speaking, (see page 44) and an identi-

fication of the subjects of forensic

speaking (see page 45).

The Analysis of the Structure of the Orations

Includes:

A. An identification of the parts of the oration.

B. An identification of the speaker's use of the

narration to establish either pathetic or

ethical proof.

C. An evaluation of the speaker's use of the nar-

ration to establish either pathetic or ethical

proof, per se, and in its relationship to the

other aspects of the speech with considera-

tion of the dramatic circumstances. (This

evaluation is treated under either ethical or

pathetic proof.)



CHAPTER III

ANALYSIS OF THE ORATION 0F HERMIONE

FROM THE WINTER'S TALE
 

This chapter is devoted to a detailed rhetori-

cal analysis of Hermione's oration, applying the Aris-

totelian principles which are set forth in the fore-

going chapter. The analysis includes: 1) a review

of the dramatic setting in which the oration is de-

livered; 2) an analysis of the structure of the ora-

tion; 5) the identification of the artistic and non-

artistic proofs which are used; 4) the identification

and evaluation of the enthymemes presented, and 5)

an evaluation of the ethical and pathetic appeals

which are made.

Dramatic Setting

Polixenes, King of Bohemia, has been visiting

at the court of his life-long friend, Leontes, King

of Sicilia for nine months. When Polixenes announces

that he must return to his kingdom, his host pleads

with him to stay longer. 'When his request leaves

Polixenes' plans unaltered, Leontes urges his wife,

Hermione, to speak for him. Hermione's grace, charm,

and clever petition win the debate, and Polixenes

59
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agrees to extend his visit. As Hermione and Polix-

enes are enjoying each other's company, Leontes no-

tices from.a distance the intimacy that exists be-

tween his wife and his friend. His mind dwells upon

it. He gives the couple by his command leisure time

together. His imagination, piqued by jealousy, grows

until he is convinced of Hermione's infidelity and

convinced that the child she is carrying is Polixenes',

not his own. He relates his suspicions to Camille, a

faithful lord of the court. Camille attempts to per-

suade his king of the absurdity of such a suspicion,

but Leontes' mind remains adamant. He instructs

Camille to poison Polixenes. Camilla agrees for the

moment, but only for the purpose of evading the king's

company long enough to inform.Polixenes of the danger.

This being accomplished, Canillo and Polixenes leave

the court that night for Bohemia. To Leontes, their

abrupt departure confirms Hermione's guilt. He open-

ly accuses her of being an adulteress and a traitor

by conspiring with Camille to take his life. Her-

mione and the court are aghast at his charge. To

convince the court that he is right, Leontes sends

two messengers to the oracle at Delphos to obtain

Apollo's sanction of his actions. There is an in-

terim of twenty-three days before the two messengers

return, during which time Hermione gives birth to a

daughter in prison. Paulina, a lady of the court,
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takes the child to Leontes, hoping that the sight

of the newly-born might oust from the king his

jealous obsession. Leontes, upon seeing the child,

denies that it is his. He orders that the babe be

burned. Antigonus, Paulina's husband, pleads for the

life of the innocent. Leontes responds by lessening

the severity of his first order, and commands Anti-

gonus to take the child into the wilderness and there

to leave her. Antigonus reluctantly agrees. When the

two messengers arrive from Delphos, Leontes calls a

court of justice, over which he presides, to try Her-

mione upon the charges of adultery and conspiracy.

Leontes opens the court by announcing his desire for

justice to be accomplished. Hermione is brought in.

The officer at Leontes' command reads the indictment,

and the queen begins her oration of defense.

The following manuscript of Hermione's oration

is annotated only to indicate the parts (structure)

of the oration and to identify the speaker's use of

enthymemes and the premises from which they are drawn.

These and the other aspects of the analysis are treat-

ed in detail later in the chapter.
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Structure
 

An analysis of the structure and arrange-

ment of Hermione's oration reveals that the speech

contains all of the parts which Aristotle has

treated in Book III of The Rhetoric, and that the

use of these parts is in harmony with Aristotelian

precepts. The proem or introduction, due to the

dramatic circumstances, has been shifted to a source

other than the speaker. Aristotle has said that

the function of the proem is to reveal to the audi-

ence the nature of the subject matter that will be

treated in the speech. The indictment accomplishes

this in a succinct and dramatic way. Hermione's

speech begins with the "statement" which reveals the

point of view that she maintains throughout the

speech. She frankly admits the futility of plead-

ing ”not guilty" and states that she finds solace

in her belief that the gods will defend the inno-

cent. According to Aristotle, a "narration" may

be included in the statement part of a speech. A

short narration does follow Hermione's reference

to the gods. It's brevity also coincides with

Aristotle's precepts regarding the use of the narra-

tion in forensic speaking: ”The defence needs less

narration . . . unless your story will bear on the

contention . . . it was no injustice or the like.”
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In addition to its brevity, Hermione uses the narra-

tion to point up the disgrace and injustice involved

in her having to defend her honor publicly. Hence,

the content of the narration is also in harmony with

Aristotelian precepts. The "argument" is the third

part of an oration; it may contain elements of refu-

tation. Both argument and refutation are to be

found in Hermione's speech. Aristotle, it will be

recalled, formulated four precepts by which the

use of the epilogue should be governed. Hermione's

closing statements seem to fulfill these four pre-

cepts adequately: She makes the audience "well-dis-

posed to her by placing a higher regard upon her

honor than upon her life. She makes the audience

"ill-disposed" to Leontes by merely mentioning that

he might take her life. She magnifies her case and

minifies his case by pointing up that Leontes would

be a traducer of justice if he condemned her without

having sufficient proof of her guilt. Through a

treatment of the above subjects, she puts her audi-

ence into a sympathetic state of mind as she simul-

taneously refreshes their memories.

This portion of the analysis has demonstrated

that the parts and the use of the parts of the oration

as they were conceived by Aristotle are effectively

incorporated into Hermione's oration of defense.
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Before passing into another phase of the

analysis, it should be mentioned that a mode of non-

artistic proof is used in the forensic scene.

Leontes, it will be recalled, sent two of his lords

to obtain the oracle's confirmation and sanction of

his action. The oracle's message is read directly

following the queen's speech, and it serves as wit-

ness to the validity of her arguments. Hermione in-

corporates the oracle's testimony into her speech by

her closing statement:

You honours all,

I do refer me to the oracle.

Apollo be my judge!

 

LogicalfiProof

It will be recalled that Aristotle formu-

lated nine lines of arguments which pertain to for-

ensic speaking in particular. It will be demonstrated

that Hermione incorporates two of these lines of argu-

ment in her speech. The two are as follows:

One procedure is the use of those argu-

ments with which you would clear yourself of

any injurious suspicions no matter if the sus-

picion has been uttered.

Another is an open counter on definite

issues; you either deny the alleged fact; or you

deny that what you did was unfair; or you say

that it was not disgraceful, or much out of the

way.

It will also be recalled that Aristotle had stated:

1Aristotle, 32. c t., 5. 15, p. 226.



72

"expediency, justice, and honor and their opposites

are the subjects” with which a forensic pleader

should concern himself. It will also be demonstrated

that Hermione's arguments are largely concerned with

the subjects of justice and injustice, honor and dis-

honor.

Hermione's oration contains a complex enthy-

mematic chain of reasoning which serves to establish

her innocence by the weight of ethical proof more

than by the logical proof. The ethical proof as-

pects will be dealt with in detail later.

The arguments which Hermione offers in her

defense may seem somewhat tempered and limited in

subject matter. It is obvious that she is speaking

for the most part to her husband, Leontes, and here-

in lies the reason for her speaking as she does.

Every other person in her audience knows she is inno-

cent and knows that she is the victim of an.unwar-

ranted spasm of jealousy suffered by Leontes. Keep-

ing these circumstances in mind, the analysis will

proceed by identifying the enthymemes and indicat-

ing the premises from.which they are drawn. Comments

upon the relationships of one line of argument to

other portions of the speech.will be made whenever

such a comment might point up the unity of the speech.

The first enthymeme, appearing at the very
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beginning of the oration, is as follows:

Since what I am to say must be but that

‘Which contradicts my accusation, and

The testimony of my part no other

But that which comes from myself, it shall

scarce boot me

To say "not guilty”: my integrity

Being counted false, shall as I express it,

Be so received.

In reality, the above is not an argument of

defense in the strict sense of the word. It is a

means by which Hermione announces the fruitlessness

of pleading her innocence to all those who know her

to be innocent and to her husband-judge, who is con-

vinced of her guilt before the trial begins. Never-

theless, the enthymeme contains sound rhetorical

reasoning. The bases of the enthymeme are two-fold:

it is drawn from.a certain sign and from a maxim.

The certain sign is the obvious fact: her testi—

mony refutes her accusation. The maxim is based on

a generalized conception: i.o. if a person's charac-

ter is considered false, then what he says will like-

wise be considered false.

Hermione's second enthymeme is based on

probability--her belief that the gods will defend

the right and will guard the innocent.

. . . But then, if powers divine

Behold our human actions, as they do,

I doubt not then but innocence shall make

False accusation blush, and tyranny

Tremble at patience.

It might be mentioned here that in.Elizabethan tunes
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such a belief was pervasive among the people. Due

to the scarcity of law courts and judges, it was not

an uncommon occurrence for an offended party to

2 This practicechallenge the offender to a duel.

was not thought to be wrong or unjust to either

party because of the belief that God would defend

the person who was right, and that He would see the

unjust punished. This argument, then, would have

held even more weight as an argument in Elizabethan

times, because its substance reflects the religious

beliefs of that period.

The premises of the queen's next enthymeme

are difficult to classify. The enthymeme is as fol-

lows:

You, my lord, best know

What least will seem to do so, my past life

Hath been as continent, as chaste, as true

As I am now unhappy.

In one sense, the enthymeme appears to be

based on a fallacious analogy, i.e., the fact that

she is "now unhappy" seems to have little to do with

the fidelity of her past life. There is, however,

some implied reasoning within the enthymeme that is

not accounted for by this explanation. Hermione is

drawing a parallel between the fidelity of her past and

 

 

ZShakespeare's En land: An Account 3; the

Life and manners gg—His K,e (2 voI§.; on on: 6x-

fbrd University‘Press, l§%§) Vol. I, p. 590.
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her abused state of innocence in the present. Her

unhappiness testifies to the truthfulness of her

past life as it simultaneously cvinces her sorrow in

the present. The enthymeme also exhibits some

characteristics of a maxim. For example, a maxim-

like belief regarding the consistency of a person's

actions over a period of time is also implied within

the premises of the enthymeme, relating it to a later

enthymeme which is concerned with the subject of

honor:

I appeal

To your own conscience, sir, before Polixenes

Came to your court, how I was in your grace,

How merited to be so; since he came,

With what encounter so uncurrent I

Have strain'd to appear thus: if one jot

beyond

The bound of honour, or in act or will

That way inclining, harden'd be the hearts

Of all that hear me, and my near'st of kin

Cry fie upon my grave!

The basis of this enthymeme is two-fold: one pre-

mise is based on the certain sign: “before Poli-

xenes came to your court, how I was in your graces.”

The other lies in the realm of probability. It is

concerned with the same'maxinplike notion of a per-

son's maintainance of a consistency of character or

actions which was previously referred to. In other

words, if up to the time of Polixenes' visit, Her-

mione had been true, why should her fidelity be

questioned while he was visiting the court?



76

Honor-enot to preserve her life, but to free

her honor from the stain of falsb accusation--is

Hermiene's main concern in her speech. She states

this desire twice within the speech, using asser-

tions which are void of logical substantiation:

‘ . . . for honour,

'Tis a derivative from me to mine,

And only that I stand for.

Later, near the close of the oration, she adds,

”. . . no life, I prize it not a straw, but for

mine honor, which I would free."

The preservation of onels honor was a moot

issue in Shakespeare's time, and Hermione's concern

for her tainted reputation would have been accepted

by Shakespeare's viewers as a sound and a necessary

point. The prevelance of the theme of honor in

other Shakespearean plays reflects the pervasive-

ness of the concern which Elizabethans exercised

over the subject of one's personal honor: Hotspur

in ggngy IX was portrayed as the man of honor; Fal-

staff, when contemplating the dangers of warfare in

‘figggy X, rejected the doctrine of honor because it

could not restore a cut-off leg or bring a man back

from hell; Hamlet had to bring Claudius to a state

of confession to preserve his honor and to restore

the honor of his mother; Othello killed Desdemona

to defend his honor and the honor of manhood, in

general; Richard II was more distressed over losing
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his honor than he was about losing his throne to

Bolingbroke, etc. Hermione's argument or her con-

cern for defending her honor, although she employs

the logical (enthymematic) reasoning only once while

treating the subject, would have been considered an

argument from the Elizabethan point-of-view by the

'mere unsubstantiated assertion: " . . . but fore-

most to me is honor."

The three enthymemes reviewed up to this

point are in harmony with.Aristot1e's first precept

concerning the ”lines of argument” which one should

follow in forensic speaking (means of dealing with

prejudice). It will be recalled that Aristotle in-

structed the forensic pleader to use "those argu-

ments with which you would clear yourself of any in-

jurious suspicions.” Hermione's first argument

(enthymeme) dealing with the futility of pleading

”not guilty" establishes her frankness and her accept-

ance of the situation in which she finds herself.

She has nothing to hide, and she adopts this point

of view by her first utterance. Her second line of

argument, wherein she acknowledges her belief that

the gods will aid the right, augments the weight

or effectiveness of her opening indirect statement

of innocence. The enthymeme on the subject of honor

further adds to her attempt to clear herself “of any

injurious suspicions.” The subject of honor is used
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frequently during the remainder of the oration, and

through this repetitive usage, Hermione effectively

incorporates Aristotle's instructions throughout

the remaining portions of her oration..

During the argumentative dialOgue between

Leontes and Hermione, the queen uses two refutative

enthymemes by bringing up an objection.to the accusa-

tions pressed upon her by her husband. They contain

no lOgical attributes in themselves, but they serve

to motivate Hermdone's entrance into the main issue

of her trial, the alleged adultery with Polixenes:

For Polixenes,

With whom I am accused, I do confess

I loved him as in honour he required,

With such a kind of love as might become

A lady like me, with a love even such

So and no other, as yourself commanded:

Which not to have done I think had been in me

Both disobedience and ingratitude

To you and your friend; whose love had spoke,

Ever since it could speak, from an infant,

freely

That it was yours.

Her argument on this point is offered in the form of

an enthymemo based on a certain sign and on analogi-

cal reasoning. Hermione first states that she loved

Polixenes honorably. The theme of honor recurs; and

though it is used in a slightly different sense, it

ties this argument in with the one previously treated

(her honorable actions during Polixenes' stay at

court) and with her two assertions regarding honor--

one appearing near the beginning of the speech and
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one at the close of the oration. Her reasons for

loving Polixenes "honorably” are two-fold: 1) her

husband had'commanded her to love him (the certain

sign), and 2) because of the example of love which

had existed between the two men from the time of

their boyhood (analogical reasoning). Because

Polixenes had given ”freely” of his love to her

husband, she naturally would return that love as

Leontes' honorable wife.

Hermione's argument exerts more influence

if one is acquainted with the concept of true

friendship in Elizabethan days: the friendship be-

tween two men was thought to be a higher form of

relationship than the love between a man and a wo-

man. Unlike sexual love, it transcended the physi-

cal and entered into the realm of the spiritual.3

For Hermione to justify her love for Polixenes be-

cause of his friendship with her husband, it seems,

would have been acceptable argumentation in the

eyes of the Elizabethan viewers.

The speaker's next three enthymemes are

drawn from the premises of refutation. She, through

objection, refutes the charge of conspiracy with

Camillo:

 

3Mary Crapo Hyde, Pla ritin for Elisabe—

thans, (New York: The Columbia University Press,

$5157, p. 156.
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Now, for conspiracy,

I know not how it tastes; though it be dish'd

For me to try how: all I know of it

Is that Camille was an honest man;

And why he left your court, the gods themselves,

Wotting no more than I, are ignorant.

She likewise refutes Leontes' accusation regarding

her alleged knowledge of Camillo's departure. In

answer to her husband's death sentence, she con-

structs the following refutative enthymeme based on

a counter-syllogism:

Sir, spare your threats:

The but which you would fright me with I seek.

To me can life be no commodity:

The crown and comfort of my life, your favour,

I do give lost; for I do feel it gone,

But know not how it went. My second joy,

And first-fruits of my body, from his presence

I am barr‘d, like one infectious. My third

comfort,

Starr'd most unluckily, is from my breast,

The innocent milk in its most innocent mouth,

Haled out to murder; myself on every post

Proclaimfld a strumpet; with immodest hatred

The child-bed privilege denied, which 'longs

To women of all fashion; lastly, hurried

Here to this place, i' the open air, before

I have got strength of limit. Now, my liege,

Tell me what blessings I have here alive,

That I should fear to die?

In the above, Henione states that life is no

longer worth living, substantiating her assertion

with six reasons drawn from certain signs. These

six reasons contain six injustices which have been

unwarrantedly committed upon her honor or upon her

person. After enumerating these six reasons or

injustices, Hermione effectively concludes her argu-

ment by asking her husbandajudge, why she should be
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afraid of death? The foregoing argument constitutes

the legical climax of the speech and the emotional

climax as well. ihe latter will be demonstrated in

the analysis devoted to the speaker's use of paths-

tic proof.

Hermione's last enthymeme is drawn from the

premises of probability:

If I shall be condemn'd

Upon surmises, all proofs sleeping else

But what your jealousies awake, I tell you

'Tis rigour and not law.

In the above she simply reveals to Leontes

the source of the trouble between them, and she

argues that her punishment would be unjustified if

she were to be judged and condemned on the "sur-

mises" of jealousy, and not by the judgmentof law.

It will be recalled that in Aristotle's

second precept concerning the lines of argument which

should be followed in forensic speaking, he instruct-

ed the speaker to make "an open counter on definite

issues.“ Hermione's method of voicing her defense

is also in line with this precept. She speaks open-

ly and effectively on both charges: and she further

admits that she loved Polixenes, but, using Aris-

totle's own words, she argues that her love “was not

disgraceful or much out of the way." The substance

of Hermione’s arguments are also in harmony with

Aristotle's conception of what should constitute
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the subjects of forensic speaking. It is evident

from the foregoing analysis that Hermione's argu-

ments have been largely concerned with the subjects

of Justice and injustice and honor and dishonor.

In regard to an evaluation of the enthy-

mematic reasoning process, it can be stated that

the reasoning appears to be rhetorically-sound. With

further analysis, it also becomes evident that the

use of lagical proof in Hermione's oration has been

subordinated to the speaker's main purpose of re-

futing her accusation by the establishment of ethi-

cal proof. The enthymemes are drawn largely from

premises dealing with honor and dishonor; Hermi-

one's belief in the goodness of the gods, and jus-

tice and injustice. The substance of these rhetori-

cally-sound enthymemes, then, and their effective

use in the oration serve to establish Hermione's

ethical proof as well as to present 10gica1 reasons

for argument.

Ethical Proof

Emotional appeals and ethos-establishing

elements are especially hard to distinguish as sep-

arate entities. This point is verified by Thonssen

and Baird when they say:

It is apparent that the distinc-

tion between emotional and ethical proof is

not always clear; and in some instances it

may be virtually nonexistent. Ethos~ and
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.pathgg have, indeed, much in common.4

Keeping the above in mind, the procedure

for this analysis will be to comment upon the use of

certain methods and utterances by which Hermione es-

tablishes her ethical proof. At times the specific

point under consideration is related to the general

theme of her speech.

In Hermione's opening statement, transposing

Shakespeare into the layman's vernacular, she says:

"It's useless for me to plead 'not guilty' because

my testimony refutes my accusation; it will be held

false as I am held false.” By a complete directness

of expression and a frank recognition of the true

circumstances confronting her, Hermione thus indi-

rectly establishes an element of her ethical proof

by her first utterance. In her following statement,

wherein she acknowledges her belief in the gods and

their vigilance in guarding the wronged, she states

in effectively personified form: "innocence shall

make false accusation blush, and tyranny tremble at

patience." There are at least three distinguishable

ethos-producing elements inherent within this state-

ment. Foremost is the simple assertion manifesting

her belief in the goodness of the ”powers divine.”

 

4A. Craig Baird and Lester Thonssen, Speech

Criticism, (New York: The Ronald Press Company,

1948), p. 386.
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Secondly and thirdly, in her generalization regard-

ing the ability of ”innocence" and "patience," with

the aid of the gods, to stand their ground against

"false accusation" and ”tyranny," she subtly suggests

that she is being falsely accused and that she is

patiently withstanding her burden. Certainly, these

last two utterances would evoke an emotional response

from her auditors, and in addition, they are con-

tained within an enthymeme based on probability.

Thus, the discretion--the good taste, if you will--

with which she states that she has been wronged and

that she is forebearing her predicament reflects

the character of a brave, tolerant, and judicious

woman.

Hermione addresses her judgeehusband, plac-

ing her past life before him. She refers to her

past life with him by simply stating that it ”is

more than history can pattern though devised and

play'd to take spectators." The foregoing phrase

reflects Hermione's refusal to put their life on

display and her refusal to enter into a theatrical

rendition of it for the benefit of her auditors.

Through the use of such restraint the speaker's

dignity is again reflected, and implicit within

the statement is the personal reverence which she

maintains for the love that had existed between
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than. Hermione continues her narration in this vein

by merely mentioning their relationship as husband

and wife; that she is the daughter of a ”great king,"

and the mother of his ”hopeful” prince. It is evi~

dent that this narration could have easily contained

an emotional tirade, and the absence of such a dee

vice operates an ethos-producing circumstance.

Hermione now enters into the main theme of

her oration and states the main argument by which

she attempts to refute the accusation confronting

her:

. . . for honour,

'Tis a derivative from me to mine,

And only that I stand for.

She reminds her husband of the honorable place she

had occupied in his eyes before Polixenes came, and

she affirms she acted "honorably" during his nine

months stay at the court. She adds to this affirma-

tion the self-imposed punishment which she will

hear if she is not telling the truth.

. . . if one jot beyond

The bound of honour, or in act or will

That way inclining, harden'd be the hearts

Of all that hear me, and my near'st kin

Cry fie upon.my grave!

The above definitely has pathetic proof elements

within it, but the way in which it is used estab-

lishes ethical proof as well. Hermione's willing-

ness to receive censorship and punishment, a punish-
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ment which would be administered by all those who

are dear to her, augments her ethical appeal.

While engaged in refutation Hermione remains

calm, and she politely denies his accusations. Of

her own accord, she refutes her alleged adulterous

relations with Polixenes. She states she loved him

"honorably" as would have been expected of her.

Again, of her own volition, she denies the con-

spiracy charge. She states her opinion of Camille,

"an honest man," and adds that she is totally unin-

formed as to the reason for his abrupt departure.

Leontes, becoming angered by her denials, presses

the point of conspiracy further. At this point,

Hermione tries to reconcile his husband's erroneous

thoughts by giving him an opportunity to admit he

is wrong. Politely, she says:

Sir,

You speak a language that I understand not:

My life stands in the level of your dreams;

Which I'll lay down.

Leontes, however, is in no mood to be reconciled.

He snatches up the word "dreams," using it in a

context which.implies the meaning of nightmare, and

proceeds to enlarge upon the ignominy of her crime,

ending his tirade with a sentence of death. Hermie

one, new realizing the incorrigible state of her

husband's mind, refutes the punishing-power of his

edict by arguing that life is no longer meaningful



87

and that death would be a balm to her sorrows. Al-

though the speaker's argument is decidedly pathetic

in nature, the metaphorical expressions which she

incorporates in the first three minor premises of

the argument indirectly add to her ethical charac-

ter. Hermione argues:

To me can life be no commodity:

The crown and comfort of my life, your favor,

I do give lost: for I do feel it gone,

But know not how it went. My second joy

And first fruits of my body, from his presence

I am barr'd like one infectious. My third

comfort,‘

Starr'd most unluckily is from.my breast

The innocent milk in its most innocent

mouth,

Haled to murder: . . .

Through the use of the phrase, "The crown and cam-

fort of my life,” Hermione demonstrates that she

values the love of her husband above all other things

in life: and thereby, she manifests an element of

good will to her judge and to her audience. Her

”second joy" is likewise his joy, and by this expres-

sion she demonstrates that her values are synonymous

with his. By referring to her newly-born as ”My

third comfort" she infers that the child was fathered

by Leontes. In addition, the phrase, "The innocent

milk in its most innocent mouth,” indirectly declares

her innocence. The restrained and subtle references

to the plight of the child also offer both ethical

and pathetic appeals in that they stress the wrong
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done to the ”innocence."

In the closing portions of her oration, Her-

mione reiterates that freeing her tainted honor is of

more importance to her than saving her life. Realiz-'

ing that her openness and frankness of speech and her

exposition on honor have not altered Leontes' obses-

sion of her guilt, she braves to touch upon the crux

of the dispute. She tells him that justice will not be

accomplished by a judgment which is piqued by jeal-

ousy. Such a pointed declaration would by no means

pacify the attitude of her judge. Up to this potnt,

Hermione has spoken directly to her husband, but she

knows that her arguments have been ineffective in his

eyes. Inadvertently perhaps, she broadens her range

of address and speaks indirectly to all of the court.

To Leontes, this pointed statement was also ineffec-

tive. In the minds of the sympathetic court, however,

Hermione's statement would have been considered a

brave act: to accuse the king of unjust actions

piqued by jealousy would have been a fatal move for

any member or the court to make. The queen ends her

oration by addressing the court and by referring her

judgement to the wisdom of the oracle.

Hermione's establishment of ethical proof is

in harmony with Aristotle's conception of its use with-

in a speech. Her address is convincing. She has ren-
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dered an impeccable impression of herself: her char-

acter, her virtue and her integrity shine through or

are reflected by the majority of her utterances. She

has shown good will toward her husband up to the point

of forgiving him for publically disgracing her. She

had, up to a point, persisted to put Leontes into the

”right frame of mind." When she knew she had failed

in this, she spoke to augment the favorable attitudes

of her other auditors.

When considering the place or use of ethical

proof in the overall effectiveness of the speech, it

appears to be the predominant element. Although Her-

mione's arguments (enthymemes) are legicallyusound,

they contain the ethical elements which have just been

treated. Hermione's main theme is honor: ". . . only

that I stand for;" and arguments have been invented

to demonstrate, mainly, this theme. A minor theme in

the oration in injustice, but this theme is conveyed

to her hearers by the use of enthymemes and arguments

which again reflect or establish her ethos. Her proof,

then, has been predominantly established through an

ethical appeal which has inherent within it elements

of “logos” and ”pathos." The latter element will be

demonstrated in the following portion of the analysis.

Pathetic Proof
 

Upon a cursory examination of the oration, it
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appears that Hermione's use of pathetic proof is

restrained-~restrained in the sense of comparison with

what it might have been. Reasons for this restraint

are evident, however. It will be recalled that that

Hermione already has the sympathy of her hearers, with

the exception of her judge-husband; that her lack of

emotional presentation adds to and is in harmony with

her personal dignity and ethos. The dramatic circum-

stances leading up to her trial; the birth and dis-

posal of her child and Hermione's concomitant grief;

and the queen's weakened physical cendition--all these

have made her auditors, previous to the time of her

speech, deeply sympathetic to her plight. With such

an aura of emotion surrounding the dramatic situation

of which the trial scene is the climax, it can be

stated that Hermione's pathetic proof was largely

established before her oration was ever delivered.

V Considering the foregoing, it could be generally

stated that almost every utterance made by Hermione is

colored with emotion. Therefore, for the purposes of

this analysis, only those utterances which contain a

more obvious attempt to establish pathetic proof are

treated.

It has been set forth in the previous state-

ment of the criteria that the examination of a speaker's

use of pathetic proof would be concerned with the
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following: 1) an identification of the specific emo~

tional reaction evoked by the speech; 2) an identifi-

cation and analysis of the means by which the speaker

has produced this emotional reaction, and 5) an evalu-

ative effort to determine to what extent the establish-

ed pathetic proof augments the overall effectiveness of

the speech.

The predominant emotion Hermione evokes from

her hearers is that of pity. Other emotions or states

of feeling contributing to this emotion of pity are:

fear for Hermione's life; the futility and hopeless-

ness of her situation; the disgrace surrounding her

accusation, and injustices which have been thrust upon

her person and her child.

Hermione's first "more direct" attempt to

establish pathetic proof is made when she says:

My past life

Hath been as continent, as chaste, as true,

As I am new unhappy.

She, again, intensifies her pitiable state, when she

states, that she prizes life as she weighs grief.

Arguing her theme of honorable actions during Poli-

xenes' stay, she adds further weight to her argument

by the following:

. . . if one jot beyond

The bound of honour, or in act or will

That way inclining, harden'd be the hearts

Of all that hear me, and my near'st kin

Cry fie upon my grave}
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Perhaps this last technique could be termed a negative

or reverse use of pathetic proof. In other words,

Hermione knows that what she is proposing to her hear-

ers and relatives is diametrically-opposed to their

sympathetic states of mind. Because of their ardent

concern for the queen's welfare perhaps they would

react more strongly and more spontaneously to this

indirect mode of pathetic appeal than they would to

a more direct one.

At the termination of the first refutative

dialogue, Hermione suggests the injustice which is

being done to her:

More than mistress of

Which comes to me in the name of fault, I

must not

At all acknowledge . . .

In the answer to Leontes' death sentence is to be

found Hermione's most potent and most pretentious use

of pathetic proof. And yet, in a sense, it cannot be

considered pretentious because it is obviously a

straight-forward enumeration of the events which have

led up to the trial and which have caused the queen

to no longer hold any regard for life. It has been

mentioned that Hermione's use of the metaphorical ex-

pression, "The crown and comfort of my life”; ”My

second joy,” and "My third comfort,“ has added to her

ethical appeal. The queen's source of evoking an

emotion of pity within her hearers partially arises
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from the use of these same expressions. They repre-

sent the meaning of her life; their absence erases that

meaning. Hermione's enumeration of the six reasons

for rejecting life, adding the opening and concluding

statement of the argument, constitutes the emotional

climax of her oration:

The crown and comfort of my life, your favor,

I do give lost; for I do feel it gone,

But know not how it sent. My second joy

And first-fruits of my body, from his presence

I am barr'd like one infectious. My third com-

fort,

Starr'd most unluckily, is from my breast,

The innocent milk in its most innocent mouth,

Haled out to murder; myself on every post

Proclaim'd a strumpet; with immodest hatred

The child-bed privilege denied, which 'longs

To women of all fashion; lastly, hurried

Here to this place, i' the open air, before

I have got strength of limit.

One of the most potent pity-evoking statements

in the above concerning Hermione's less of her hus-

band's love is:

YOur favor,

I do give lost; for I do feel it gone,

But know not how it went.

It is a frank and open confession of an utterly-con-

founded, helplessly-bewildered women. The above six

reasons, in addition to their pity-evoking power,

state six injustices which have been committed against

the queen. At this point, then, the sources of pity

and the claims of injustice are identical. The style

employed in this passage adds much to the emotional

appeal of Hermione's utterances: "I am barr'd like
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one infectious;” " . . . starr'd most unluckily";

". . . the innocent milk in its most innocent mouth";

“. . . hailed out to murder"; ". . . with immodest

hatred,” etc.

In the closing part of her oration, Hermione,

by mentioning the injustice which would be committed

if she is to ”be condemn'd upon surmises" and not

proof, suggests the probability of her death and

thereby produces within her auditors, an emotion of

fear. By placing her life in the hands of the pre-

sumably just wisdom of the oracle, Hermione concludes

her speech with another utterance colored with emotion.

When considering the evaluation of Hermione's

use of pathetic proof as it augments the overall

effectiveness of the oration, the dramatic circumstances

and characterization must be included. It has been

mentioned that the circumstances surrounding Hermione's

speech have established her pathetic proof before the

oration was delivered. The characterization of Her-

mione produces, in the mind of one who reads the play,

a picture of a dignified, intelligent, and virtuous

woman, who has nothing with which to refute her accusa-

tions except her own attributes. It seems significant

that no one example of a purely pathetic appeal can

be found in the speech. All the emotion arises either

directly or indirectly from the statements which
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Hermione uses to reveal the helplessness of her situ-

ation; which narrate her past life with her husband;

which acknowledge her belief in the gods and reveal

the high value that she places on her personal honor;

which enumerate the injustices which have been commit-

ted against her reputation, her person, and her child,

etc. When one considers the character and the drama-

tic circumstances, however, the absence of a direct

and planned use of pathetic proof is explainable.

It is also judicious. An ostentatious and purely

pathetic appeal would have been out of place and in-

effective-~ineffective to the degree of damaging the

speaker's ethos. The restrained use of pathetic proof,

then, has made Hermione's speech decidedly more effec-

tive, and hence, more persuasive.

anclusion
 

This chapter demonstrates that Hennione's ora-

tion contains many evidences of Shakespeare's con-

scious or unconscious use of Aristotle's persuasive

precepts. It shows that the speaker‘s use of artis-

tic proof has included all three Aristotelian modes

w—the logical, the ethical, and the pathetic. One

instance of inartistic proof is also cited. It demon-

strates that two of the nine precepts which Aristotle

formulated in regard to "lines of argument” to be
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applied in the forensic speaking in particular are

found to be an important part of the method by which

Hermione attempted to establish her innocense. It

also shows that Hermione‘s oration contains all the

parts that Aristotle considers, and further, that the

use of these parts are also in accordance with his

precepts. It can therefore be affirmed that Her-

mione's oration does contain rhetorical speaking in

the Aristotelian sense, as Kennedy has stated; and

that the structure of the oration is likewise in har-

mony with Aristotelian precepts. Since its Aristo-

telian attributes are established, Hermione's oration

can serve as an adequate criterion to which the remain-

ing eleven orations can be compared and by which they

can be evaluated.



CHAPTER IV

THE ANALYSES OF THE REMAINING ELEVEN ORATIONS

The Format
 

The purpose of this chapter is to demonstrate

that the Aristotelian rhetorical criteria which are

applied to Hermione'soration from The Wihter's Tale,

are also applicable to the remaining eleven orations

with which this study is concerned. These analyses

are reported in annotated manuscript form using the

following legend.

Enthymemes (legos)

Ethical (ethos)s . . . . . . . .

Pathetic at

Beth ethicaIand) ’’’’’’’’

pathetic e e e e e e e e e e

Passages or utterances which are underlined

with the solid line contain elements of logical proof;

underlining with spaced periods indicates the presence

of ethos-producing elements, and underlining with a

spaced dash designates portions of the speech which

contain pathos-producing elements. Since the sources

of ethical and pathetic proof are often identical,

the combination of a period and a dash is used to indi-

cate a passage wherein both ethical and pathetic proof

elements are found. The passages or utterances under-
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lined are explained by marginal annotations. For

example, an enthymeme (underlined with a solid line)

is designated as such in the margin, and it is fol-

lowed by an explanation of the premises from which

the enthymeme is drawn. Similarly, ethical and

pathetic proof elements are designated as gthgg and

pathos, respectively, as well as by the underlining

technique which is illustrated in the above legend.

The annotations concerning 53293 are made in terms of

good will, character, and competency. Sometimes in-

terpretative remarks are included in these annotations.

The annotations concerning pathos treat the emotion

which is evoked by the speaker and also include some

interpretative remarks. The orations are centered

on the width of the page. The left margin is used to

indicate the structure of the oration; the speaker's

use of legical proof (the enthymemes and their respec-

tive premises); the speaker's use of Aristotelian

"lines of argument" (means of dealing with prejudice);

the forensic issue with which the oration is con-

cerned; and the speaker's use of the forensic sub-

jects of honor, justice, expediency, and their oppo-

sites. The right hand margin is devoted exclusively

to annotations dealing with ethical and pathetic

proofs. The utterance of the main speaker are double-

spaced; those of the minor speakers, which are not
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analyzed, are single-spaced. The slash (/) will be

used to indicate the end of a section of a passage

which is under discussion. The slash will be placed

in the next space following the end of the section

and two blank spaces will be used to set off both the

section and the slash from.the passage that follows

it. For example: ”Now, by my mother's love, I make

a vow,/ it etc."

Aegeon's Oration from ThevComedyof Errors

Setting: Aegean, an old merchant from the city of

Syracuse, has been searching for his family, two mem-

bers of which had been separated from him by a ship-

wreck some eighteen years before. His search brings

him to the city of Ephesus. In that city he is seized

by the authorities and is brought before a court of

law where he learns that there is a state of enmity

existing between his home city of Syracuse and Ephesus.

Because of this enmity a law had recently been passed

forbidding traffic between the two cities. The unin-

formed Aegean finds himself a captive under the new

law. Being unable to pay the required ransom to free

himself, Aegean is sentenced to death. Salinus, the

Duke of Ephesus, before pronouncing a final judgment

requests that Aegean relate the reasons for his sojourn

ta Ephesus. The proem of the oration is assumed by
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the Duke as he states this request and Aegeon's state-

ment follows:

Summary of Analysis: The analysis of the structure

of this oration reveals that the parts of a speech

present are the proem, which is shifted to a sburce

other than the speaker, the statement, and the epi-

logue. The narration is used to establish pathetic

proof. The forensic issue treated in the speech is

”that the act did less harm than is alleged." One

means of dealing with prejudice (lines of argument)

is used by Aegean: to clear himself of suspicion.

There is no use of non~artistic proof in the oration.

The speaker's use of ethical proof is indirect-~it

arises mainly from the narrative part of the oration.

The speaker's use of pathetic proof is predominant.

No use of logical proof is to be found in the oration.
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Antiphglus of Ephesus' Oration

‘from The Comedy oTTErrorg

 

 

Setting:_ The setting ofihis oration is intricately in-

volved with a series of mistaken identities. The Syra-

cuse merchant, Aegean, father of identical twins whose

names are both Antipholus, is in Ephesus looking for

his sons: for the identical twins whom he had bought

to be companion-servants to his boys, whose names are

also identical; and for his wife. The family had been

separated eighteen years before as the result of a

shipwreck. Although none of the characters of the play

are aware of it, both sets of identical twins with

identical names, and the mother and father are all in

Ephesus. Naturally complications arise. The first

of these complications occurs when Adriana, wife of

Antipholus of Ephesus, sends their servant--the iden-

tical twin, Dromio of Ephesus--to summon the master

of the house to dinner. Dromio, instead of meeting

his own master, chances upon the unmarried Antipholus

of Syracuse, and insists that he respond to his "wife's”

call. Meanwhile, Antipholus' servant, Dromio of

Syracuse, has been sent on an errand. Antiphalus of

Ephasis, thinking this Dromio to be his own servant,

severely beats him for his impudence. Adriana, in!

patient for her husband's arrival, also chances upon

Antipholus of Syracuse and asks hin.for the gold chain
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that her real husband had promised her as a gift.

She persuades the bewildered man and his servant,

Dromio of Syracuse who has Just returned from his

errand to come home for dinner. While they are din-

ing the real Antipholus of Ephesus with two guests,

Angela, the goldsmith, and Balthazar, arrives at his

home. He is ordered away from his own house by the

servants who are behind a locked door. Furiously be-

wildered, he dines with his friends and a caurtezan.

He instructs Angelo to bring him the gold chain, which

he new plans to give to the courtesan instead of to

Adriana. Utterly confused by the strange circumstances,

the strangest being called by name by people he has

never seen before, Antipholus of Syracuse sends his

servant, Dromio to arrange for passage out of the city.

Dromio, while on route, is confronted by Angela, who

gives him the golden chain and instructs that he take

it to his master. When later in the day, Angelo asks

the real Antipholus of Ephesus for the price of the

gold chain, Antipholus rightly denies having received

it. He is arrested by an officer of the law. Dromio

of Syracuse, his errand accomplished, comes upon the

scene and is sent by Antipholus of'Ephesus to Adriana

for money to bail him out of jail. When Dromio returns,

he meets his real master, Antipholus of Syracuse. He

is surprised to see him free, but he, nevertheless,
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gives him the money. The courtesan appears, demanding

that Antipholus of Syracuse give her the gold chain

which he is wearing around his neck in payment for the

diamond ring that she had given to Antipholus of

Ephesus at dinner that day. Naturally, he refuses to

do so, and the courtezan goes to Adriana informing her

that her husband is insane. Adriana and Luciana, her

sister, take Dr. Pinch, a quack doctor, and his asso-

ciates to Antipholus of Ephesus. The unjustly-treated

husband beats the doctor, but he is finally overpower-

ed by Adriana's cohort and locked in his own house.

On their way to obtaining passage out of the city,

Antipholus of Syracuse and his servant run into Angelo,

who notices the golden chain around Antipholus' neck.

A quarrel follows. Adriana and Luciana enter and join

in theconfusion. Antipholus of Syracuse and Dromio

flee to a near-by priory, finding refuge under the

protection of a Lady Abbess. During this fray, Anti-

phalus of Ephesus and his servant have escaped from

their prison. As the Duke of the city is talking to

the discouraged Aegean in the street, Antipholus of

Ephesus enters and interrupts the Duke with a plea

for justice. The following speech is his plea:



g
n
n
o
t
a
t
e
d

s
c
r
i
p
t
:

P
r
o
e
m

F
o
r
e
n
s
i
c

s
u
b
-

j
e
c
t
:

j
u
s
t
i
c
e
.

S
t
a
t
e
m
e
n
t

F
o
r
e
n
s
i
c

B
u
b
"

j
e
c
t
:

d
i
fl
’

h
o
n
o
r
.

A
N
T
I
P
H
O
L
U
S

O
F
E
P
H
E
S
U
S

J
u
s
t
i
c
e
,

m
o
s
t

g
r
a
c
i
o
u
s

D
u
k
e
;

0
,

g
r
a
n
t

m
e

j
u
s
t
i
c
e
:

E
v
e
n

f
o
r

t
h
e

s
e
r
v
i
c
e

t
h
a
t

l
o
n
g

s
i
n
c
e

I
d
i
d

t
h
e
e
,

E
t
h
o
s
:

s
u
g
g
e
s
t
s

.
e

e
e

e
e

e
e

O
O

O
0

0
e

e
e

e
e

e
t
h
a
t

h
e

w
a
s

‘

w
a
r
s
,

a
n
d

t
o
o
k

b
r
a
v
e
,

c
o
m
p
e
t
e
n
t

O
O

O
O

O
O

O
s
o
l
d
i
e
r
.

l
i
f
e
;

e
v
e
n

f
o
r

t
h
e

b
l
o
o
d

e
O

O
0

e
0

0

W
h
e
n

I
b
e
s
t
r
i
d

t
h
e
e

i
n

t
h
e

D
e
e
p

s
c
a
r
s

t
o

s
a
v
e

t
h
y

T
h
a
t

t
h
e
n

I
l
o
s
t

m
e

J
u
s
t
i
c
e
.

I
O

O
O

O
O

I

f
o
r

t
h
e
e
,

n
o
w

g
r
a
n
t

0
O

O

A
E
G
E
O
N

U
n
l
e
s
s

t
h
e

f
e
a
r

o
f

d
e
a
t
h

d
o
t
h
m
a
k
e

m
e

d
a
t
e
,

I
s
e
e

m
y

s
o
n
A
n
t
i
p
h
o
l
u
s
,

a
n
d
D
r
o
m
i
o
.

A
N
T
I
P
H
O
L
U
S

0
F
E
P
H
E
S
U
S

t

J
u
s
t
i
c
e
,

s
w
e
e
t

p
r
i
n
c
e
,

a
g
a
i
n
s
t

t
h
a
t
w
o
m
a
n

t
h
e
r
e
.

S
h
e

w
h
o
m

t
h
o
u

g
a
v
'
s
t

t
o

m
e

t
o

b
e
m
y

w
i
f
e
,

T
h
a
t

h
a
t
h

a
b
u
s
e
d

a
n
d

d
i
s
h
o
n
o
u
r
'
d

m
e

E
v
e
n

i
n

t
h
e

s
t
r
e
n
g
t
h

a
n
d

h
e
i
g
h
t

o
f

i
n
j
u
r
y
:

B
e
y
o
n
d

i
m
a
g
i
n
a
t
i
o
n

i
s

t
h
e

w
r
o
n
g

T
h
a
t

s
h
e

t
h
i
s

d
a
y

h
a
t
h

s
h
a
m
e
l
e
s
s

t
h
r
o
w
n

o
n

m
e
.

D
U
K
E

D
i
s
c
o
v
e
r

h
o
w
,

a
n
d

t
h
o
u

s
h
a
l
t

f
i
n
d

m
e

j
u
s
t
.

1
1
1

’



N
a
r
r
a
t
i
o
n

R
e
f
u
t
a
t
i
o
n

d
E
n
t
h
y
m
e
m
e

b
a
s
e

o
n

p
r
o
b
a
b
i
l
i
t
y
.

1
n
e

o
f

A
r
g
u
-

i
e
n
t
:

A
t
t
e
m
p
t
“

i
n

t
o

c
l
e
a
r

h
n
g
s
e
l
f

O
f

s
u
S
'

p
i
c
i
o
n
.

N
a
r
r
a
t
i
o
n

A
N
T
I
P
H
O
L
U
S

0
F
E
P
H
E
S
U
S

T
h
i
s

d
a
y
,

g
r
e
a
t

D
u
k
e
,

s
h
e

s
h
u
t

t
h
e

d
o
o
r
s

u
p
o
n

m
e
,

W
h
i
l
e

s
h
e

w
i
t
h

h
a
r
l
o
t
s

f
e
a
s
t
e
d

i
n
m
y

h
o
u
s
e
.

D
U
K
E

A
g
r
i
e
v
o
u
s

f
a
u
l
t
!

S
a
y
,

w
o
m
a
n
,

d
i
d
s
t

t
h
o
u

s
o
?

A
D
R
I
A
N
A

N
o
,

m
y

g
o
o
d

l
o
r
d
:

m
y
s
e
l
f
,

h
e

a
n
d
m
y

s
i
s
t
e
r

T
o
-
d
a
y

d
i
d

d
i
n
e

t
a
g
e
t
h
e
r
.

S
o

b
e
f
a
l

m
y

s
o
u
l

A
s

t
h
i
s

i
s

f
a
l
s
e

h
e

b
u
r
d
e
n
s

m
e

w
i
t
h
a
l
!

L
U
C
I
A
N
A

N
e
'
e
r

m
a
y

I
l
o
o
k

o
n

d
a
y
,

n
o
r

s
l
e
e
p

o
n

n
i
g
h
t
,

B
u
t

s
h
e

t
e
l
l
s

t
o

y
o
u
r

H
i
g
h
n
e
s
s

s
i
m
p
l
e

t
r
u
t
h
:

A
N
G
E
L
O

,

O
p
e
r
j
u
r
e
d

w
o
m
a
n
:

T
h
e
y

a
r
e

b
o
t
h

f
o
r
s
w
o
r
n
:

I
n

t
h
i
s

t
h
e
m
a
d
m
a
n

j
u
s
t
l
y

c
h
a
r
g
e
t
h

t
h
e
m
.

A
N
T
I
P
H
O
L
U
S

O
F
E
P
H
E
S
U
S

M
y

l
i
e
g
e
,

I
a
m

a
d
v
i
s
e
d

w
h
a
t

I
3
5
:
;

N
e
i
t
h
e
r

d
i
s
t
u
r
b
e
d p
r
o
v
o
k
e
d

w
i
t
h

r
a
g
i
n
g

i
r
e
,

w
i
t
h

t
h
e

e
f
f
e
c
t

o
f

w
i
n
e
,

N
o
r

h
e
a
d
y
-
r
a
s
h
:

w
—

A
l
b
e
i
t

m
y

w
r
o
n
g

E
h
i
s

w
o
m
a
n

l
o
o
k
'
d

m
e

o
u
t

t
h
i
s

d
a
y

f
r
o
m

d
i
n
n
e
r
:

3
m
i
g
h
t

m
a
k
e

o
n
e

w
i
s
e
r
m
a
d
.

1
1
2



N
a
r
r
a
t
i
o
n

c
o
n
-

t
i
n
u
e
d
.

U
s
e

o
f

t
h
e

n
a
r
-

r
a
t
i
o
n

t
o

p
r
o
-

d
u
c
e

e
t
h
o
s
.

T
h
a
t

g
o
l
d
s
m
i
t
h

t
h
e
r
e
,

w
e
r
e

h
e

n
o
t

p
a
c
k
'
d

w
i
t
h

h
e
r
,

C
o
u
l
d

w
i
t
n
e
s
s

i
t
,

f
o
r

h
e

w
a
s

w
i
t
h

m
e

t
h
e
n
;

W
h
o

p
a
r
t
e
d

w
i
t
h

m
e

t
o

g
o

f
e
t
c
h

a
c
h
a
i
n
,

P
r
o
m
i
s
i
n
g

t
o

b
r
i
n
g

i
t

t
o

t
h
e

P
o
r
p
e
n
t
i
n
e
,

W
h
e
r
e

B
a
l
t
h
a
z
a
r

a
n
d

I
d
i
d

d
i
n
e

t
O
g
e
t
h
e
r
.

O
u
r

d
i
n
n
e
r

d
o
n
e
,

a
n
d

h
e

n
o
t

c
o
m
i
n
g

t
h
i
t
h
e
r
,

1!
P
E
I
U
?

9
°
?
k
.
h
!
m
3

.
1
9

9
h
?
s
t
r
e
e
t
l
fl
e
t
h
i
m
.

i
n
?

i
n
.
h
%
°
.
°
9
m
p
a
9
Y
.
t
b
a
P

s
e
t
t
l
e
s
a
s
o

T
h
e
r
e

d
i
d

t
h
i
s

p
e
r
j
u
r
e
d

g
o
l
d
s
m
i
t
h

s
w
e
a
r

m
e

d
o
w
n

T
h
a
t

I
t
h
i
s

d
a
y

o
f
h
i
m

r
e
c
e
i
v
e
d

t
h
e

c
h
a
i
n
,

W
h
i
c
h
,

G
o
d

h
e

k
n
o
w
s
,

I
s
a
w

n
o
t
}

f
o
r

t
h
e
w
h
i
c
h

H
e

d
i
d

a
r
r
e
s
t

m
e

w
i
t
h

a
n

o
f
f
i
c
e
r
.

I
d
i
d

o
b
e
y
;

a
n
d

s
e
n
t
m
y

p
e
a
s
a
n
t

h
o
m
e

F
o
r

c
e
r
t
a
i
n

d
u
c
a
t
s
:

h
e

w
i
t
h

n
o
n
e

r
e
t
u
r
n
'
d
.

T
h
e
n
o
f
a
i
r
l
y

I
b
e
s
p
o
k
e

t
h
e

o
f
f
i
c
e
r

E
t
h
o
s
:

t
h
e
s
e

u
t
t
e
r
-

a
n
c
e
s

s
e
e
m

t
o

i
n
d
i
-

T
0
.
g
9

i
n
.
p
e
r
s
o
n
w
i
t
h
.
m
e

t
o
.
m
y

h
o
u
s
e
.

c
a
t
e

a
g
o
o
d
n
e
s
s

o
f

c
h
a
r
a
c
t
e
r

a
n
d

a

B
y

t
h
e

w
a
y

w
e
m
e
t
m
y

w
i
f
e
,

h
e
r

s
i
s
t
e
r
,

a
n
d

a
r
a
b
b
l
e

m
o
r
e

s
e
n
s
e

o
f

g
o
o
d

w
i
l
l

o
r

1
1
5

“
“

p
o
l
i
t
e
n
e
s
s
.



N
a
r
r
a
t
i
o
n

c
o
n
-

t
i
n
u
e
d
.

O
f

v
i
l
e

c
o
n
f
e
d
e
r
a
t
e
s
.

A
l
o
n
g

w
i
t
h

t
h
e
m

T
h
e
y

b
r
o
u
g
h
t

o
n
e

P
i
n
c
h
,

a
h
u
n
g
r
y

l
e
a
n
-
f
a
c
e
d

v
i
l
l
a
i
n
,

A
m
e
r
e

a
n
a
t
o
m
y
,

a
m
o
u
n
t
e
b
a
n
k
,

A
t
h
r
e
a
d
b
a
r
e

J
u
g
g
l
e
r
,

a
n
d

a
f
o
r
t
u
n
e
-
t
e
l
l
e
r
,

A
n
e
e
d
y
,

h
o
l
l
o
w
-
e
y
e
d
,

s
h
a
r
p
-
l
o
o
k
i
n
g

w
r
e
t
c
h
,

A
l
i
v
i
n
g

d
e
a
d

m
a
n
:

t
h
i
s

p
e
r
n
i
c
i
o
u
s

s
l
a
v
e
,

F
o
r
s
o
o
t
h
,

t
o
o
k

o
n

h
i
m

a
s

a
c
o
n
j
u
r
e
r
;

A
n
d
,

g
a
z
i
n
g

i
n
m
i
n
e

e
y
e
s
,

f
e
e
l
i
n
g
m
y

p
u
l
s
e
,

A
n
d
w
i
t
h

n
o

f
a
c
e
,

a
s

'
t
w
e
r
e
,

o
u
t
f
a
c
i
n
g

m
e
,

C
r
i
e
s

o
u
t
,

I
w
a
s

p
o
s
s
e
s
s
'
d
.

T
h
e
n

a
l
l

t
O
g
e
t
h
e
r

P
a
t
h
o
s
:

a
s
e
n
s
e

—
—
—
—
.
—
_
-
—
—
—
_
-
—
-
—
-
—
—
-
-
—

-
—
_
—
—
—
—
_
-
-
-
—
-
_
-
—
-
-
_

-
—
—
—
—
—
*
—
—
—
-
—
-
-
—
-
‘
-
-
.

R
a
n

h
i
t
h
e
r

t
o

y
o
u
r

G
r
a
c
e
;

w
h
o
m

I
b
e
s
e
e
c
h

T
o

g
i
v
e

m
e

a
m
p
l
e

s
a
t
i
s
f
a
c
t
i
o
n

1
1
4

’



F
o
r
e
n
s
i
c

s
u
b
-

F
o
r

t
h
e
s
e

d
e
e
p

s
h
a
m
e
s
,

a
n
d

g
r
e
a
t

i
n
d
i
g
n
i
t
i
e
s
.

J
e
c
t
:

d
i
s
h
o
n
o
r
.
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—

M
y

l
o
r
d
,

i
n

t
r
u
t
h
,

t
h
u
s

f
a
r

I
w
i
t
n
e
s
s

w
i
t
h
h
i
m

T
h
a
t

h
e

d
i
n
e
d

n
o
t

a
t

h
o
m
e
,

b
u
t

w
a
s

l
o
c
k
'
d

o
u
t
.

D
U
K
E

B
u
t

h
a
d

h
e

s
u
c
h

a
c
h
a
i
n

o
f

t
h
e
e
,

o
r

n
o
?

A
N
G
E
L
O

R
e
f
u
t
a
t
i
o
n

H
e

h
a
d
,

m
y

l
o
r
d
:

a
n
d

w
h
e
n

h
e

r
a
n

i
n

h
e
r
e
,

T
h
e
s
e

p
e
o
p
l
e

s
a
w

t
h
e

c
h
a
i
n

a
b
o
u
t

h
i
s

n
e
c
k
.

S
E
C
O
N
D
M
E
R
C
H
A
N
T

B
e
s
i
d
e
s
,

I
w
i
l
l

b
e

s
w
o
r
n
,

t
h
e
s
e

e
a
r
s

o
f

m
i
n
e

H
e
a
r
d

y
o
u

c
o
n
f
e
s
s

y
o
u

h
a
d

t
h
e

c
h
a
i
n

o
f

h
i
m
,

A
f
t
e
r

y
o
u

f
i
r
s
t

f
o
r
s
w
o
r
e

i
t

o
n

t
h
e

m
a
r
t
:

A
n
d

t
h
e
r
e
u
p
o
n
,

I
d
r
e
w
m
y

s
w
o
r
d

o
n

y
o
u
;

A
n
d

t
h
e
n

y
o
u

f
l
e
d

i
n
t
o

t
h
i
s

a
b
b
e
y

h
e
r
e
,

F
r
o
m

w
h
e
n
c
e
,

I
t
h
i
n
k
,

y
o
u
'
r
e

c
o
m
e

b
y

m
i
r
a
c
l
e
.

A
N
T
I
P
H
O
L
U
S

O
F
E
P
H
E
S
U
S

L
i
n
e

o
f

a
r
g
u
-

I
n
e
v
e
r

c
a
m
e

w
i
t
h
i
n

t
h
e
s
e

a
b
b
e
y
-
w
a
l
l
s
;

P
a
t
h
o
s
:

p
i
t
y
;

a

m
e
n
t
:

o
p
e
n

c
o
u
n
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-

—
_
'
-

s
e
n
s
e

o
f
u
t
t
e
r

t
e
r

o
f

i
s
s
u
e
s

N
o
r

e
v
e
r

d
i
d
s
t

t
h
o
u

d
r
a
w

t
h
y
_
s
w
o
r
d
_
o
n

m
e
:

b
e
w
i
l
d
e
r
m
e
n
t
.

w
i
t
h
w
h
i
c
h

t
n
.

-
-
-
-
-
-
-
-
-
-
-
-
-
-
-

a
c
c
u
s
a
t
i
o
n

i
s

I
n
e
v
e
r

s
a
w

t
h
e

c
h
a
i
n
,

s
o

h
e
l
p

m
e

H
e
a
v
e
n
:

i
n
v
o
l
v
e
d
.

-
-
-
-
-
-
-
-
-
-
-
-
-
-
-
-

.
_

.
.
_

.
_
_

.
A
n
d

t
h
i
s

i
s

f
a
l
s
e

y
o
u

b
u
r
t
h
e
n

m
e

w
i
t
h
a
l
.

F
o
r
e
n
s
i
c

I
s
s
u
e
:

-
-
-
-
-
-
-
-
-
-
-

—
_
_
_
_
_
_
_
_

”
t
h
e

a
c
t

w
a
s

n
o
t

D
U
K
E

c
o
m
m
i
t
t
e
d
.
”

W
h
y
,

w
h
a
t

a
n

i
n
t
r
i
c
a
t
e

i
m
p
e
a
c
h

i
s

t
h
i
s
:

~
1
1
5



I
t
h
i
n
k
,

y
o
u

a
l
l

h
a
v
e

d
r
u
n
k

o
f

C
i
r
c
e
'
s

c
u
p
.

I
f

h
e
r
e

y
o
u

h
o
u
s
e
d

h
i
m
,

h
e
r
e

h
e

w
o
u
l
d

h
a
v
e

b
e
e
n
;

I
f

h
e

w
e
r
e

m
a
d
,

h
e
w
o
u
l
d

n
o
t

p
l
e
a
d

s
o

c
o
l
d
l
y
:

Y
o
u

s
a
y

h
e

d
i
n
e
d

a
t

h
o
m
e
;

t
h
e

g
o
l
d
s
m
i
t
h

h
e
r
e

D
e
n
i
e
s

t
h
a
t

s
a
y
i
n
g
.

S
i
r
r
a
h
,

w
h
a
t

s
a
y

y
o
u
?

D
R
O
M
I
O

O
F
E
P
H
E
S
U
S

S
i
r
,

h
e

d
i
n
e
d
w
i
t
h

h
e
r

t
h
e
r
e
,

a
t

t
h
e

P
o
r
p
e
n
t
i
n
e
.

C
O
U
R
T
E
Z
A
N

H
e

d
i
d
;

a
n
d

f
r
o
m
m
y

f
i
n
g
e
r

s
n
a
t
c
h
'
d

t
h
a
t

r
i
n
g
.

A
N
T
I
P
H
O
L
U
S

O
F
E
P
H
E
S
U
S

'
T
i
s

t
r
u
e
,

m
y

l
i
e
g
e
;

t
h
i
s

r
i
n
g

I
h
a
d

o
f

h
e
r
.

D
U
K
E

S
a
w
'
s
t

t
h
o
u

h
i
m

e
n
t
e
r

a
t

t
h
e

a
b
b
e
y

h
e
r
e
?

C
O
U
R
T
E
Z
A
N

A
s

s
u
r
e
,

m
y

l
i
e
g
e
,

a
s

I
d
o

s
e
e

y
o
u
r

G
r
a
c
e
.

D
U
K
E

W
h
y
,

t
h
i
s

i
s

s
t
r
a
n
g
e
.

G
o

c
a
l
l

t
h
e

a
b
b
e
s
s

h
i
t
h
e
r
.

I
t
h
i
n
k

y
o
u

a
r
e

a
l
l

m
a
t
e
d
,

o
r

s
t
a
r
k

m
a
d
.

1
1
6



117

Summary of Analysis: The structure of this oration

is incomplete because of the dramatic circumstances

and the purposes of the playwright. The parts pre-

sent are the proem, the statement, the narration

which is used to establish ethical proof, and an argu-

ment in the form of refutation. The forensic issue

of the speech is ”that the act was not committed.”

The forensic subjects present are Justice and dis-

honor. The speaker uses two means of dealing with

prejudice (lines of argument): 1) he attempts to

clear himself of suspicion, and 2) he openly attacks

the charges made against him. There is no use of

non-artistic proof in this oration. The uses of the

artistic modes of proof are scant; the ethical mode

of proof is slightly predominant. There is but one

enthymeme drawn from the realm of probability.

Tamora's Oration from Titus Andronicgg

Setting: Titus Andronicus has returned to Rome after

a successful war against the Goths. With him he

brings as captives Tamara, the Queen of the Goths,

and her three sons. Even in his great hour of tri-

umph as he is being cheered by the Roman populace in

the streets, he is mourning the deaths of his sons.

In retribution, he demands the life of Tamora's eld-

est son. The following is Tamora's address to the

vengeful conqueror, pleading for her sonflslife.
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Summarl of Analysis: The analysis of the structure

of this oration shows that the parts present are the

proem; the statement which is followed by a brief

narration; the argument, and the epiIOgue. The for-

ensic issue with which the speech is concerned is "that

the act (action) was justified.” The forensic sub-

ject of justice or injustice is-also present in the

oration. There is no use of non-artistic proof. The

pathetic mode of proof predominates. The use of the

10gica1 and the ethical modes of proof are fairly

equal in their intensity. All, however, are inter-

dependent upon one another. The premises from.which

the enthymeme are drawn are invented examples, proba-

bilities, and one maxim.

Friar Lawrence's Oration from The Tragedl of

‘Fomeo and Juliet
 

Setting: Romeo, Juliet, and Paris, a kinsman to the

prince of Verona who was once betrothed to Juliet,

all lie dead near the Capulet family tomb. Romeo was

of the house of Montague; Juliet was of the house of

Capulet. These two families of Verona had long been

enemies. When the news of the three deaths spread,

the members of the two warring houses gather at the

scene of the tragedy. The reasons for the young

peoples' deaths are unknown. Chaos reigns until the

Prince of Verona announces that nothing will be done

until the true causes of their deaths are known. At
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this point Friar Lawrence, who had discovered the

bodies, offers his exposition of the situation. His

oration which follows answers the unanswered ques-

tions and simultaneously clears his own name of sus-

picion.
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Summary of Analysis: The structure of this oration

is composed of a proem, a statement which is followed

by a lengthy narration, and an epilogue. The narra-

tion is used to establish ethical proof. The forensic

issue of the oration is "that the act was not commit-

ted" (by me). The Friar uses one means of dealing with

prejudice (line of argument):

There is a preparation for the use of non-

to clear himself of sus—

picion.

artistic proof. The speaker's use of ethical proof is

predominant. There seems to be little or no evidences

of the use of the other two modes of artistic proofs.

Mowbray's Oration from The Tragedy 2;

Richard II

Setting: Bolingbroke, a relative of the King and son

of the venerable Gaunt, Duke of Lancaster, has accused

Thomas Mowbray, Duke of Norfolk, of treason on two

points: 1) that he illegally used the king's funds--

money which should have been paid to the king's sol-

diers, and 2) that he was responsible for the death

of the Duke of Gloucester, uncle to Richard. The

following speech is Mowbray's oration of defense de-

livered to King Richard and other attending lords.
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Summary of Analysis: The structure of this oration

is composed of a proem, a statement, a narration which

is used to establish ethical proof, an argument in

the form of refutation, and an epilogue. The forensic

issue treated is ”that the act was not committed.”

The forensic subject is honor. Two means of dealing

with prejudice (lines of argument) are used by Mow-

bray: l) he "meets calumny with calumny,” and 2) he

openly refutes the two charges brought against him.

No use of non-artistic proof is present in the oration.

The speaker establishes his case predominantly through

the use of the ethical mode of proof. Some pathetic

proof elements are present, but they arise mainly

from the use of the other two modes of proof. The

premises from which the enthymemes are drawn are

maxims, with the refutative enthymemes based on objecn

tion and counter-argument.

The Earl of Worcester's (Thomas Percy)

gration from HENRY IV, Part I

 

 

 

Setting: In Richard II, Northumberland (Henry Percy,

brother to Worcester) Worcester, and Hotspur (North-

umberland’s son) had aided Bolingbroke's usurpation

of the throne. The throneless Richard had said of

Northumberland:

Northumberland, thou ladder wherewithal

The mounting Bolingbroke ascends my throne,

The time shall not be many hours of age
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More than it is, ere foul sin gathering head

Shall break into corruption: thou shalt think

Though he divide the realm, and give thee half,

It is too little, helping him to all;

And he shall think that thou, which know'st the way

To plant unrightful kings, wilt know again,

Being ne'er so little urged, another way

To pluck him headlong from the usurped throne.

The love of wicked men converts to fear;

That fear to hate, and hate turns one or both

To worthy danger and deserved death.

Richard had foreseen and foretold the divi-

sion of loyalties which occurs at the time of Wor-

cester's oration in Henry IV. Bolingbroke, now Henry

IV, distrusts the houses of Worcester and Northumber-

land because of their treasonous actions toward

Richard, even though they were the means by which he

gained the throne. WOrcester, Northumberland, and

Hotspur feel that they have been neglected and mis-

used because they have not received their expected

rewards. They have raised an army against Henry IV

and his two sons Prince Hal and John of Lancaster.

The King, wishing to settle their differences peace-

ably arranges a parley with‘Worcester wherein he asks

the reasons for the pending conflict. Worcester's

oration of defense follows the King's question.
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ngmary of Analysis: The proem of this oration is

shifted to a source other than that of the speaker.

The remaining partsmd‘the oration are the statement,

the narration which is used to establish ethical proof,

and the epilogue. The forensic issue treated in the

oration is “that the act was justified." The forensic

subjects are expediency and honor. The speaker uses

two means of dealing with prejudice (lines of argu-

ment): 1) he attempts to clear himself of suspicion,

and 2) he treats openly the main issue of the conflict.

No use of non-artistic proof is found in the oration.

The speaker's use of ethical proof is decidedly pre-

dominant. The narration is in a sense used as an

enthymeme to establish logical proof. There seems

to be no use of the pathetic mode of proof.

The Lord Chief Justice's Oration

from HENRY IV, Part II

 

 

Setting: The seemingly ne'er-do-well Prince Hal is

now England's king. The death of Henry IV has just

occurred. Prince Hal for the first time appears be—

fore his brothers, John and Clarencg.and the Lord

Chief Justice in his robes of sovereignty. The offi-

cer of the law is rather fearful of the new king be-

cause of an incident which occurred between him.and

the prince in the youth’s frivolous past. During his

associations with the patrons of Boar'swhead Inn,



139

Falstaff, Bardolph, Poins, etc., the prince was brought

before the Lord Chief Justice's court for a minor

offense. He had struck the judge in the face and was

put into prison for a short time. Because of this

incident the Lord Chief Justice is rather tense when

Henry V appears. The King observes his reaction and

touches upon the "indignities" which the judge had

once administered to him. The Lord Chief Justice

responds with his oration of defense.
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§ummary
of Analysis

: The proem of this oration
is

to a source
other than that

the statemen
t, the

shifted

of the speaker.

of the speech
are

The other parts

establi
sh ethical

proof,

narrati
on which is used to

and the epilogue
.

”that the act was ju

The Lord Chief

The forensi
c issue

the argument
,

stified.
‘

treated
in the oration

is

The forensic
subject

is injustic
e.

s a means of dealing
with p

y attacks
the charges

made
Justice use

rejudice
(line

of argument)
: he openl

against
him. No non-arti

stic proof is used in this

use of the ethical
mode of proof is

oration.
The

1 mode of proof is used to

predomin
ant. The logica

some extent;
there seems to be no evidence

s of a use

of the pathetic
proof.

The premises
from which the

nvented
examples

and pro-

enthymem
es are drawn are i

babilities
o

Shylock'
s Oration

frgm

TEE MERCHANT
OF VENIQE

Bassanio
, a gentlema

n of Venice,
needs funds

Portia
of Belmont.

He
Settin

g:

to court the beauti

friend,
Antonio

,

ful heires
s,

a wealthy merchant,
to

goes to his

ask if he might borrow three thousand
ducats from him.

1 of his

The generous
Antonio,

who at the moment
has al

assets
tied up in merchand

ise and ships on the high

seas, neverthe
less agrees to lend Bassanio

the money.

tom of never lending
or borrowin

g

Antonio
breaks

his cus
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money on interest and becomes a patron of Shylock, a

Jewish money-lender. The Jew and the Christian

Antonio have long considered each other as being

despicable because of their different religions and

their differing philosophies regarding the practice

of usury. By way of jest, Shylock agrees to loan

Antonio three thousand ducats without interest if he

will sign a bond stipulating that the forfeit for

failure of payment be one pound of flesh, which he

may cut from any part of the merchant's body. Bas-

sanio refuses to let Antonio enter into such an agree-

ment, but Antonio, confident that his investments will

be lucrative, signs Shylock's bond. Bassanio success-

fully woos and wins Portia, and as a result, he has

an enormous amount of wealth at his disposal. Antonio,

however, receives news that his ships have been lost.

When Shylock's bond is due, the merchant has no money.

The Jew, acting within the just limits of the law,

one pound of Antonio'sdemands payment of his bond:

The Duke offlesh. The case is taken to court.

Venice tells Shylock that he expects him to relent

from his unnatural purpose. The Jew replies:
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a
t
g

T
o

h
a
v
e

i
t
b
a
n
e
E
Z
/

W
h
a
t
,

a
r
e

y
o
u

a
n
s
w
e
r
e
d

y
e
t
?

1
)

‘

'
S
o
m
e
m
e
n

t
h
e
r
e

a
r

l
o
v
e

n
o
t

a
g
a
p
i
n
g

p
i
g
;

§
§
T
°
a

t
h
a
t

a
r
e
m
a
d

i
f

t
h
e
y
b
e
h
o
l
d

a
c
a
t
;

3
)
5
2
d

o
t
h
e
r
s
,

w
h
e
n

t
h
e

b
a
g
-
p
i
p
e

s
i
n
g
s

i
'

t
h
e

n
o
s
e
,

C
a
n
n
o
t

c
o
n
t
a
i
n

t
h
e
i
r

u
r
i
n
e
:

f
o
r

a
f
f
e
c
t
i
o
n
,

v
—
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p
a
r
a
l
l
e
l

c
i
r
c
u
m
-

s
t
a
n
c
e
:

u
n
c
o
n
-

t
r
o
l
l
a
b
l
e

i
n
d
i
o
~

s
y
n
c
r
a
s
i
e
s
)
.

E
n
t
h
y
m
e
m
e

b
a
s
e
d

o
n

f
o
r
e
g
o
i
n
g

e
n
-

t
h
y
m
e
m
e

d
r
a
w
n

f
r
o
m

t
h
r
e
e

i
n
-

v
e
n
t
e
d

e
x
a
m
p
l
e
s
.

R
e
f
u
t
a
t
i
o
n

R
e
f
u
t
a
t
i
v
e

e
n
t
h
y
-

m
e
m
e

b
a
s
e
d

o
n
'

a
n

o
b
j
e
c
t
i
o
n
.

M
i
s
t
r
e
s
s

o
f

p
a
s
s
i
o
n
,

s
!
g
y
g
_
i
t

t
o

t
h
e
n
o
g
g

2
;

w
h
a
t

i
t

l
i
k
e
s

o
r

h
e
a
t
h
e
n
.

N
e
w
,

f
o
r

y
o
u
r

a
n
s
w
e
r
:

W
“

_
5
3

t
h
e
r
e

-
a

_
_
_
y

h
e

2
-
a

_
!
h
y

h
e
,

a
h
a
r
m
l
e
s
s

S
-
a

,
E
B
Y
h
e
,

a
w
o
o
l
l
e
n

b
a
g
-
p
i
p
e
;

i
s

n
o

f
i
r
m

r
e
a
s
o
n

t
o

b
e

r
e
n
d
e
r
l
d
,

c
a
n
n
o
t

a
b
i
d
e

a
g
a
p
i
n
g

p
i
g
:

 

n
e
c
e
s
s
a
r
y

c
3
3
3

b
u
t

o
f

f
o
r
c
e

.
E
E
S
t

y
i
e
l
d

t
o

s
u
c
h
.
i
n
e
v
i
t
a
b
l
e

s
h
a
m
:

A
s

t
o

o
f
f
e
n
d
,

h
i
m
s
e
l
f

b
e
i
n
g

o
f
f
e
n
d
e
d
i
/

S
o

c
a
n

I
g
i
v
e

n
o

r
e
a
s
o
n
,

n
o
r

I
w
i
l
l

n
e
t
,

E
g
r
e

t
h
a
n

a
l
o
d
g
e
d

h
a
t
e

 

a
n
d

a
c
e
r
t
a
i
n

l
o
a
t
h
i
n
g

I
_
b
e
a
r

A
n
t
o
n
i
o
,

t
h
a
t

I
f
o
l
l
o
w

t
h
u
g

s
u
i
t

a
g
a
i
n
s
t

h
i
E
L
/

A
r
e
y
o
u

a
n
s
w
e
r
e
d
?

B
A
S
S
A
N
I
O

t
h
o
u
u
n
f
e
e
l
i
n
g

m
a
n
,

n
t

o
f

t
h
y

c
r
u
e
l
t
y
.

S
H
Y
L
O
C
K

a
s
e

t
h
e
e
w
i
t
h
m
y

a
n
s
w
e
r
.
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A
l
o
s
i
n
g

T
h
i
s

i
s

n
o

a
n
s
w
e
r
,

T
o

e
x
c
u
s
e

t
h
e

c
u
r
r
e

‘
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_
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n
o
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u
n
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A
r
g
u
m
e
n
t
-
r
e
f
u
t
a
-

t
i
o
n

c
o
n
t
i
n
u
e
d
.

R
e
f
u
t
a
t
i
v
e

e
n
-

t
h
y
m
e
m
e

b
a
s
e
d

o
n

c
o
u
n
t
e
r
-
a
r
g
u
m
e
n
t
.

R
e
f
u
t
a
t
i
v
e

e
n
t
h
y
-

m
e
m
e

b
a
s
e
d

o
n

c
o
u
n
t
e
r
-
a
r
g
u
-

m
e
n
t

e

R
e
f
u
t
a
t
i
v
e

e
n
-

t
h
y
m
e
m
e

b
a
s
e
d

B
A
S
S
A
N
I
O

D
o

a
l
l
m
e
n

k
i
l
l

t
h
e

t
h
i
n
g
s

t
h
e
y

d
o

n
o
t

l
o
v
e
?

S
H
Y
L
O
C
K

H
a
t
e
s

a
n
y
m
a
n

t
h
e

t
h
i
n
g

h
e

w
o
u
l
d

n
o
t

k
i
l
l
?

B
A
S
S
A
N
I
O

E
v
e
r
y

o
f
f
e
n
c
e

i
s

n
o
t

a
h
a
t
e

a
t

f
i
r
s
t
.

S
H
Y
L
O
C
K

W
h
a
t
,

w
o
u
l
d
s
t

t
h
o
u

h
a
v
e

a
s
e
r
p
e
n
t

s
t
i
n
g

t
h
e
e

t
w
i
c
e
?

A
N
T
O
N
I
O

I
p
r
a
y

y
o
u
,

t
h
i
n
k

y
o
u

q
u
e
s
t
i
o
n

w
i
t
h

t
h
e

J
e
w
:

Y
o
u
m
a
y

a
s

w
e
l
l

g
o

s
t
a
n
d

u
p
o
n

t
h
e

b
e
a
c
h

A
n
d

b
i
d

t
h
e
m
a
i
n

f
l
o
o
d

b
a
t
e

h
i
s

u
s
u
a
l

h
e
i
g
h
t
;

Y
o
u
m
a
y

a
s

w
e
l
l

u
s
e

q
u
e
s
t
i
o
n
w
i
t
h

t
h
e

w
o
l
f
,

W
h
y

h
e

h
a
t
h

m
a
d
e

t
h
e

e
w
e

b
l
e
a
t

f
o
r

t
h
e

l
a
m
b
;

Y
o
u
m
a
y

a
s

w
e
l
l

f
o
r
b
i
d

t
h
e

m
o
u
n
t
a
i
n

p
i
n
e
s

T
o

w
a
g

t
h
e
i
r

h
i
g
h

t
o
p
s
,

a
n
d

t
o
m
a
k
e

n
o

n
o
i
s
e
,

W
h
e
n

t
h
e
y

a
r
e

f
r
e
t
t
e
n
w
i
t
h

t
h
e

g
u
s
t
s

o
f

h
e
a
v
e
n
;

Y
o
u
m
a
y

a
s
w
e
l
l

d
o

a
n
y

t
h
i
n
g

m
o
s
t

h
a
r
d
,

A
s

s
e
e
k

t
o

s
o
f
t
e
n
t
h
a
t
-
t
h
a
n

w
h
i
c
h
w
h
a
t
'
s

h
a
r
d
e
r
?
-

H
i
s

J
e
w
i
s
h

h
e
a
r
t
:

t
h
e
r
e
f
o
r
e
,

I
d
o

b
e
s
e
e
c
h

y
o
u
,

M
a
k
e

n
o
m
o
r
e

o
f
f
e
r
s
,

u
s
e

n
o

f
a
r
t
h
e
r

m
e
a
n
s
,

B
u
t
w
i
t
h

a
l
l

b
r
i
e
f

a
n
d

p
l
a
i
n

c
o
n
v
e
n
i
e
n
c
y

L
e
t

m
e

h
a
v
e

j
u
d
g
e
m
e
n
t

a
n
d

t
h
e

J
e
w

h
i
s

w
i
l
l
.

B
A
S
S
A
N
I
O

F
o
r

t
h
y

t
h
r
e
e

t
h
o
u
s
a
n
d

d
u
c
a
t
s

h
e
r
e

i
s

s
i
x
.

S
H
Y
L
O
C
K

I
f

e
v
e
r
y

d
u
c
a
t

i
n

s
i
x

t
h
o
u
s
a
n
d

d
u
c
a
t
s
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o
n

o
b
j
e
c
t
i
o
n

a
n
d

p
r
o
b
a
b
i
l
i
t
y
.

R
e
f
u
t
a
t
i
v
e

e
n
-

t
h
y
m
e
m
e

b
a
s
e
d

o
n

c
o
u
n
t
e
r
-
a
r
g
u
m
e
n
t

(
i
n
v
e
n
t
e
d

e
x
a
m
-

p
l
e

a
n
d

a
n
a
l
o

i
-

c
a
l

r
e
a
s
o
n
i
n
g
§
.

F
o
r
e
n
s
i
c

i
s
s
u
e
:

”
t
h
e

a
c
t
”

(
b
o
n
d
)

i
s

j
u
s
t
i
f
i
a
b
l
e
.

fl
a
r
e

i
n

s
i
x

p
a
r
t
s

a
n
d

 I
;
w
o
u
l
d

n
o
t

d
r
a
w

t
h
e
m
;

D
U
K
E

O
F
V
E
N
I
C
E

H
o
w

s
h
a
l
t

t
h
o
u

h
o
p
e

f
o
r

m
e
r
c
y
,

r
e
n
d
e

S
H
Y
L
O
C
K

fl
h
a
t

j
u
d
g
e
m
e
n
t

s
h
a
l
l

I

Y
o
u

h
a
v
e

e
v
e
r
y

p
a
r
t

a
d
u
c
a
t
,

I
w
o
u
l
d

h
a
v
e
m
y

b
o
n
d
.

r
i
n
g

n
o
n
e
?

d
r
e
a
d
,

d
o
i
n
g

n
o

w
r
o
n
g
?

a
m
o
n
g

y
o
u
m
a
n
y

a
p
u
r
c
h
a
s
e
d

s
l
a
y
g
,

‘
fl
h
i
c
h

l
i
k
e

y
o
u
r

a
s
s
e
s

a
n
d

y
o
u
r

d
e
g
s

a
n

m
u
l
e
s
,

Y
g
u

u
s
e

i
n

a
b
j
e
c
t

B
i
c
a
u
s
e

y
o
u
b
o
u
g
h
t

t
h
e
m
:

B
e
t

t
h
e
m
b
e

f
r
e
e
,

W
h
y

s
w
e
a
t

t
h
e
y

u
n
d
e
r

b
u
r
t

 B
3
_
m
a
d
e

a
s

s
o
f
t

a
s

y
o
u
r
s
,

B
e

s
e
a
s
o
n
'
d

w
i
t
h

s
u
c
h

v
i
a
n
d
s
?

{
T
h
e

s
l
a
v
e
s

a
r
e

o
u
r
s
:
'

T
h
e

p
o
u
n
d

o
f

f
l
e
s
h
,

I
E

d
e
a
r
l
y

b
o
u
g
h
t
;

'
t
i
s

1
4
8

a
n
d

i
n

s
l
a
v
i
s
h

p
a
r
t
s
,

Y
o
u

w
i
l
l

s
h
a
l
l

I
s
a
y

t
o

y
g
u
,

m
a
r
r
y

t
h
e
m

t
o

y
o
u
r

h
e
i
r
s
?

h
e
n
s
?

l
e
t

t
h
e
i
r

b
e
d
s
_

a
n
d

l
e
t

t
h
e
i
r

p
a
l
a
t
e
s

a
n
s
w
e
r

s
o

d
o

I
a
n
s
w
e
r

y
o
u
:

w
h
i
c
h

I
d
e
m
a
n
d

o
f

h
i
m
,

C
o
m
m
e
n
t

o
n

e
t
h
o
s
:

t
h
e

o
b
v
i
o
u
s

v
i
l
l
a
i
n
y

o
f

S
h
y
l
o
c
k
'
s

p
u
r
p
o
s
e
;

t
h
e

a
r
g
u
m
e
n
t

h
e

u
s
e
s

t
o

p
r
o
v
e

h
i
s

c
a
s
e
,

a
n
d

t
h
e

c
h
o
i
c
e

o
f

w
o
r
d
s
,

i
n

s
o
m
e

i
n
-

s
t
a
n
c
e
s
,

o
p
e
r
a
t
e

t
o

p
r
o
d
u
c
e

a
l
a
c
k

o
r

a
b
s
e
n
c
e

o
f

e
t
h
i
c
a
l

a
p
p
e
a
l
.

N
o

t
r
u
e

e
t
h
i
c
a
l

a
p
p
e
a
l

i
s

m
a
d
e

i
n

t
h
e

A
r
i
s
t
o
-

t
e
l
i
a
n

s
e
n
s
e
.

m
i
n
e

a
n
d

I
w
i
l
l

h
a
v
e

i
t
.
/



E
n
t
h
y
m
e
m
e

b
a
s
e
d

I
f

y
o
u

d
e
n
y
m
e
,

f
i
e

u
p
o
n

y
o
u
r

l
a
w
!

P
a
t
h
o
s
:

f
e
a
r

e
v
o
k
e
d

u
p
o
n

p
r
o
b
a
b
i
l
i
t
y
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—

i
n

t
h
e
D
u
k
e
-
c
o
n
s
e
-

a
n
d

t
h
e

c
o
n
s
e
-

T
h
e
r
e

i
s

n
o

f
o
r
c
e

i
n

t
h
e

d
e
c
r
e
e
s

o
f

V
e
n
i
c
e
.

q
u
e
n
c
e
s

w
h
i
c
h

m
i
g
h
t

q
u
e
n
c
e
s

o
f

n
o
t

—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—

a
r
i
s
e
b
y

d
i
s
r
e
-

a
b
i
d
i
n
g

b
y

t
h
e

g
a
r
d
i
n
g

t
h
e

l
a
w
s

l
a
w
.

—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—
—

o
f

t
h
e

c
i
t
y
.

F
e
a
r

E
p
i
I
O
g
u
e

a
l
s
o

f
o
r

A
n
t
o
n
i
o
'
s

l
i
f
e
.
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Summary
of Analysig

: The structur
e of Shylock'

s

fl

oration
is compose

d of a proem,
a statemen

t, an argu-

ment, refutati
on, and an epilogue

. The forensic
issue

"that the act" is justified

treated
in the oration

is

udice (line of

A.means of dealing with prej

(by law).

he treats Openly

argument
) is used by the speaker:

and effectiv
ely the

roof is present
in this

main issue of his trial.
No non-

speech.
Likewise

,

artistic
p

no use is made of the ethical
mode of proof.

The

'5 use of the pathetic
proof is scant.

Logi-

through
which t

speaker

cal proof is the means

sh or prove his case.

he speaker

attempt
s to establi

The pre-

mises of the enthymeme
s are drawn fromtinve

nted ex-

amples,
probabi

lities,
and refutat

ive enthyme
mes

based on objectio
n and counter-

argument
.

Isabella
's Oration

from MEASURE
FOR MEASUBE

 

e setting
of Measure

for Measure
is the

Setting:
Th

Vincentio
, the Duke

morally-
corrupt

city of Vienna.

of Vienna,
realizin

g that his laxity in enforcin
g the

laws of his city has been largely the cause of the

y of his subjects,
revives

a strict

pervasiv
e immorali

t

such a dras-

law. Fearing
that

re-enfo
rcement

of the

m tyrannic
al on his

versal of policy would see

3 his dukedom
and its mainta

Wishing to spy

tic re

inance to

part, he leave

f high repute.

Angelo,
an official

0

he dresses himself
in the

upon his deputy,
however,
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attire of a friar and appears on the scene in time

to witness the arrest of Claudio, a young nobleman.

Claudio's crime is adultery; his fiancee, Juliet,

is soon to hear him a child. The nobleman, being the

first to be arrested since the revision of the law,

is sentenced to death. The dissolute Lucio, a friend

of Claudio's, goes at his request to ask Claudio's

sister, Isabella, a newly-entered novice, to plead

on his behalf. The virtuous Isabella--abhorring the

crime for which her brother has been condemned--never-

theless compelled by her fear of his death, agrees to

Lucio's request. The following is Isabella's plea

for her brother's pardon addressed to Angelo, the

stern deputy of the new law.

 



g
n
n
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t
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t
e
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c
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E
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P
r
o
e
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t
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o
u
r
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o
n
o
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r
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P
a
t
h
o
s
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e
m
o
t
i
o
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o
f

p
i
t
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P
l
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.
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u
i
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A
N
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E
L
O

W
e
l
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;

w
h
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t
'
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y
o
u
r

s
u
i
t
?

I
S
A
B
E
L
L
A

t
h
a
t
m

L
i
n
e

o
f

a
r
g
u
-

T
h
e
r
e

m
e
n
t
:

c
l
e
a
r
i
n
g

‘
‘

h
e
r
s
e
l
f

o
f

s
u
s
-

.
.

.
.

.
.

.
.

.
.
l
d
m
e
e
t

t
h
e

p
i
c
i
o
n
.

-
-
-
-
-
-
-

E
t
h
o
s
:

r
e
v
e
a
l
s

h
e
r

v
i
r
t
u
o
u
s

c
h
a
r
a
c
t
e
r
.

3
—
—
—
—
—
—
—
—
—
—

P
a
t
h
o
s
:

e
m
o
t
i
o
n
-

F
o
r
w
h
i
c
h

I
w
o
u
l
d

p
l
e
a
d

,
p
i
t
y
:

r
e
v
e
a
l
s

a
l
s
o

‘
°

—
—
—
—
—
—

°
—
’
-
’
-
°
—
'
-
‘
-
‘
—
'

t
h
a
t

s
h
e

i
s

t
o
r
n
b
e
-

F
o
r
w
h
i
c
h

I
m
u
s
t

n
o
t

p
l
e
a
d
,

b
u
t

t
h
a
t

I
a
m

t
w
e
e
n

h
e
r

c
o
n
c
e
p
t

0
f

0
O

O
O

0
-
0
—
0
-
O
-
O
—
.
_
—
I
-
O
-
O
_
O
-
O
—
O
_
O
—
O
—
O
_

r
i
g
h
t
e
o
u
s
n
e
s
s
m
d

r
1
O
r

w
i
l
l

a
n
d

w
i
l
l

n
o
t
.

l
o
v
e

a
n
d
h
e
r

s
e
n
s
e

o
f

-
0
-
0
-
Q
-
.
_
0
-
O
-
O
_
.
-
O
_
O
_
O
-
O
_
O
_
O
_
O
-

r
e
s
p
o
n
s
i
b
i
l
i
t
y

r
o
‘

A
N
G
E
L
O

g
a
r
d
i
n
g

h
e
r

b
r
o
t
h
e
r
.

I
d
o
b
e
s
e
e
c
h

y
o
u
,

l
e
t

i
t

b
e

P
a
t
h
o
s
:

p
i
t
y

a
n
d

—
—
-
—

f
e
a
r
.

h
i
s

f
a
u
l
t
,

A
n
d

n
o
t
m
y

b
r
o
t
h
e
r
.

P
R
O
V
O
S
T

e
e
m
o
v
i
n
g

g
r
a
c
e
s
!

1
5
2

(
A
s
i
d
e
)

H
e
a
v
e
n

g
i
v
e

t
h

 



P
r
o
g
m

c
o
n
t
i
n
-

C
o
n
d
e
m
n

t
h
e

f
a
u
l
t
,

a
n
d

n
o
t

t
h
e

a
c
t
o
r

o
f

i
t
?

u
e
d
.

W
h
y
,

e
v
e
r
y

f
a
u
l
t
'
s

c
o
n
d
e
m
n
'
d

e
r
e

i
t

b
e

d
o
n
e
:

M
i
n
e

w
e
r
e

t
h
e

v
e
r
y

c
i
p
h
e
r

o
f

f
u
n
c
t
i
o
n
,

T
o

f
i
n
e

t
h
e

f
a
u
l
t
s

w
h
o
s
e

f
i
n
e

s
t
a
n
d
s

i
n

r
e
c
o
r
d
,

A
n
d

l
e
t

g
o

b
y

t
h
e

a
c
t
o
r
.

.
I
s
a
b
e
l
l
a

0
j
u
s
t

b
u
t

s
e
v
e
r
e

l
a
w
!

E
t
h
o
s
:

r
e
v
e
a
l
s

h
e
r

.
.
i
.
_

_
.
_
‘
_
°
_
f
—
‘
-
‘
—
°
—
'

r
e
s
p
e
c
t

f
o
r

t
h
e

I
h
a
d

a
b
r
o
t
h
e
r
,

t
h
e
n
.
-
H
e
a
v
e
n

k
e
e
p

y
o
u
r

h
o
n
o
u
r
!

l
a
w
.

_
-

P
a
t
h
o
s
:

e
m
o
t
i
o
n

o
f

L
U
C
I
O

P
i
t
y
.

(
A
s
i
d
e

t
o

I
s
a
b
e
l
l
a
)

G
i
v
e

'
t
n
o
t

o
'
e
r

s
o
:

t
o

h
i
m

E
t
h
o
s
:

e
x
p
r
e
s
s
i
o
n

a
g
a
i
n
,

e
n
t
r
e
a
t

h
i
m
;

o
f

g
o
o
d

w
i
l
l

a
n
d

K
h
e
e
l

d
o
w
n

b
e
f
o
r
e

h
i
m
,

h
a
n
g

u
p
o
n

h
i
s

g
o
w
n
:

a
n

a
b
s
e
n
c
e

o
f

r
e
m
o
r
s
e
.

Y
o
u

a
r
e

t
o
o

c
o
l
d
;

i
f

y
o
u

s
h
o
u
l
d

n
e
e
d

a
p
i
n
,

Y
o
u

c
o
u
l
d

n
o
t

w
i
t
h
m
o
r
e

t
a
m
e

a
t
o
n
g
u
e

d
e
s
i
r
e

i
t
:

T
o

h
i
m
,

I
s
a
y
!

I
S
A
B
E
L
L
A

S
t
a
t
e
m
e
n
t
_
R
°
f
u
_

M
u
s
t

h
e

n
e
e
d
s

d
i
e
?

t
a
t
i
o
n
.

A
N
G
E
L
O

M
a
i
d
e
n
,

n
o

r
e
m
e
d
y
.

I
S
A
B
E
L
L
A

L
o
g
o
s
:

e
n
t
h
y
-

Y
e
s
;

I
d
o

t
h
i
n
k

t
h
a
t

y
o
u

m
i
g
h
t

p
a
r
d
o
n

h
i
m
,

E
t
h
o
s
:

r
e
f
l
e
c
t
s

h
e
r

m
e
m
e

b
a
s
e
d

o
n

°
°

°
'

°
'

'
°

'
'

'
°

'
'

°
'

'
'

g
e
n
t
l
e

a
n
d

m
e
r
c
i
f
u
l

 

p
r
o
b
a
b
i
l
i
t
y
.

.
A
n
d

n
e
i
t
h
e
r

h
e
a
v
e
n

n
o
r

m
a
n

g
r
i
e
v
e

a
t

t
h
e

m
e
r
c
y
.

n
a
t
u
r
e
.

1
5
3

 



A
N
G
E
L
O

S
t
a
t
e
m
e
n
t
-
r
e
f
u
-

I
w
i
l
l

n
o
t

d
o

'
t

t
a
t
i
o
n

c
o
n
t
i
n
u
e
d
.

I
S
A
B
E
L
L
A

y
o
u

w
o
u
l
d
?

0
O

0
O

O
O

'

A
N
G
E
L
O

t
h
a
t

I
c
a
n
n
o
t

d
o
.

y
o
u
,

 

R
e
f
u
t
a
t
i
v
e

e
n
t
h
y
-

B
u
t

c
a
n

m
e
m
e

b
a
s
e
d

o
n

'
‘
.

.

c
o
u
n
t
e
r

a
r
g
u
m
e
n
t

(
p
r
o
b
a
b
i
l
i
t
y
)
.

i
f

 

L
o
o
k
,

w
h
a
t

I
w
i
l
l

n
o
t
, I
S
A
B
E
L
L
A

R
e
f
u
t
a
t
i
v
e

e
n
~

B
u
t
m
i
g
h
t

y
o
u

d
o

'
t
,

a
n
d

d
o

t
h
e

w
o
r
l
d

n
o

w
r
o
n
g
,

t
h
y
m
e
m
e

b
a
s
e
d

.
.

.
.

.
.

.
.

.
.

.
.

.
.

o
n

c
o
u
n
t
e
r

a
r
g
u
-

I
f

s
o

y
o
u
r

h
e
a
r
t

w
e
r
e

t
o
u
c
h

t
y

a
n
d

a
n
a
l
O
g
y
)
.

5
E

m
i
n
e

i
s

t
o

h
i
m
?

“
.
~
*
*
-
*
-
-
'

 

'
d
w
i
t
h

t
h
a
t

r
e
m
o
r
s
e

—
_

*

 
*
u
o
-
u
-
u
-
o
n
-
e
-
m
-
o
-

~
0
-

 

A
N
G
E
L
O

H
e
'
s

s
e
n
t
e
n
c
e
d
;

'
t
i
s

t
o
o

l
a
t
e
.

L
U
C
I
O

(
A
s
i
d
e

t
o

I
s
a
b
e
l
l
a
)

Y
o
u

a
r
e

t
o
o

c
o
l
d
.

R
e
f
u
t
a
t
i
v
e

e
n
-

t
h
y
m
e
m
e

b
a
s
e
d

o
n

I
,

t
h
a
t

d
o

s
p
e
a
k

a
w
o
r
d
,

c
o
u
n
t
e
r

a
r
g
u
m
e
n
t

.

(
i
n
v
e
n
t
e
d

e
x
a
m
-
I

M
a
y

c
a
l
l

i
t

b
a
c
k

a
g
a
i
n
.
/

W
e
l
l
,

b
e
l
i
e
v

p
l
e

b
a
s
e
d

o
n

a
n
a
-

.
.

.
.

.
.

.
.

.
.

.
‘
T

.
.

.
.

l
o
g
i
c
a
l

r
e
a
s
o
n
i
n
g
)
N
o

c
e
r
e
m
o
n
y

t
h
a
t

t
o

g
r
e
a
t

o
n
e
s

E
n
t
h
y
m
e
m
e

b
a
s
e
d

.
.

.
.

.
.

o
n

p
r
o
b
a
b
i
l
i
t
y
,

N
o
t

t
h
e

k
i
n
g

i
n
v
o
l
v
i
n
g

t
h
e

.
.

.
.

.
.

p
r
i
n
c
i
p
l
e

o
f

T
h
e

m
a
r
s
h
a
l

e
q
u
i
t
y
.

.
.

.

I
S
A
B
E
L
L
A

T
o
o

l
a
t
e
?

W
h
y
,

n
o
;

 

 

e
t
h
i
s
,

'
l
o
n
g
s
,

 

 
 

'
s

c
r
o
w
n
,

n
o
r

t
h
e

d
e
p
u
t
e
d

s
w
o
r
d
,

 

O
O

O
O

O
O

O
O

O
O

D
O

'
s

t
r
u
n
c
h
e
o
n
,

n
o
r

t
h
e

j
u
d
g
e
'
s

r
o
b
e
,

 

1
5
4

~
—

 

E
t
h
o
s
:

o
f

t
h
e
m
e
r
c
i
f
u
l

a
s
-

E
t
h
o
s
z

v
e
r
y

g
e
n
t
l
e
,

p
o
l
i
t
e

r
e
b
u
k
e
.

H
e
r

m
e
a
n
s

o
f

a
t
t
e
m
p
t
i
n
g

t
o

d
e
t
e
r
m
i
n
e

t
h
e

r
e
a
-

s
o
n
s

b
e
h
i
n
d

A
n
g
e
l
o
'
s

r
e
f
u
s
a
l
s
.

E
t
h
o
s
:

g
e
n
t
l
e
n
e
s
s

a
g
a
i
n
.

E
x
p
r
e
s
s
i
o
n

o
f
g
o
o
d

w
i
l
l
.

P
a
t
h
o
s
:

a
n
u
n
p
r
e
-

t
e
n
t
i
o
u
s

e
x
p
r
e
s
s
i
o
n

o
f

h
e
r

g
r
i
e
f
.

E
t
h
o
s
:

a
g
a
i
n

a
g
e
n
t
l
e

r
e
f
u
t
a
t
i
o
n

o
f
h
e
r

b
r
o
t
h
e
r
'
s

s
e
n
t
e
n
c
e
.

R
e
f
l
e
c
t
s

h
e
r

p
a
t
i
e
n
c
e

a
n
d

s
e
l
f
-
c
o
n
t
r
o
l
.

a
n

e
x
p
r
e
s
s
i
o
n

p
e
c
t

o
f

h
e
r

c
h
a
r
a
c
-

t
e
r
;

a
C
h
r
i
s
t
i
a
n

a
t
t
r
i
b
u
t
e
.



S
t
a
t
e
m
e
n
t
-
r
e
f
u
-

t
a
t
i
o
n

c
o
n
t
i
n
-

u
e
d
.

E
n
t
h
y
m
e
m
e

b
a
s
e
d

o
n

a
n

i
n
v
e
n
t
e
d

e
x
a
m
p
l
e
.

L
i
n
e

o
f

a
r
g
u
-

m
e
n
t
:

t
h
e

a
c
t

"
w
a
s

a
m
i
s
c
h
a
n
c
e
,

a
m
i
s
t
a
k
e
.
‘
'

R
e
f
u
t
a
t
i
v
e

e
n
-

t
h
y
m
e
m
e

b
a
s
e
d

o
n

o
b
j
e
c
t
i
o
n

a
n
d

c
o
u
n
t
e
r

a
r
g
u
m
e
n
t

(
i
n
v
e
n
t
e
d

e
x
-

m
p
1
.
)

e

B
e
c
o
m
e

t
h
e
m

w
i
t
h

o
n
e

A
s
m
e
r
c
y

d
o
e
s
.

I
f

h
a
l
f

s
o

g
o
o
d

a
g
r
a
c
e

 
 

 
 

h
e

h
a
d

b
e
e
n

a
s

y
o
u
,

a
n
d

y
o
u

a
s

h
e
,

E
t
h
o
s
:

r
e
f
l
e
c
t
s

h
e
r

s
y
m
p
a
t
h
e
t
i
c

n
a
t
u
r
e
.
.

1
9
2
:

 
 

Y
o
u

w
o
u
l
d

h
a
v
e

s
l
i
p
t

l
i
k
e

h
i
m
;

b
u
t

h
e
,

l
i
k
e

 

O
O

O
O

O

_
fl
9
u
l
d
n
o
t

h
a
v
e

b
e
e
n

s
o

s
t
e
r
n
.

 

A
N
G
E
L
O

P
r
a
y

y
o
u
,

b
e

g
o
n
e
.

E
t
h
o
s
:

 

i
n
d
i
r
e
c
t
l
y

.
e
x
p
r
e
s
s
i
n
g

h
e
r

w
i
l
l
-

t
h
e
n

b
e

t
h
u
s
?

i
n
g
n
e
s
s

t
o

b
e

m
e
r
c
i
-

‘

f
i
l
l
e

P
a
t
h
o
s
:

e
m
o
t
i
o
n
-

p
i
t
y

a
n
d

h
e
l
p
l
e
s
s
-

n
O
B
S
e

 
 

 

 

 

 

 

L
U
C
I
O

(
A
s
i
d
e

t
o

I
s
a
b
e
l
l
a
)

A
y
,

t
o
u
c
h

h
i
m
;

t
h
e
r
e
'
s

t
h
e

v
e
i
n
.

I
S
A
B
E
L
L
A

A
l
a
s
,

A
l
a
s
!

1
5
s

 



R
e
f
u
t
a
t
i
v
e

e
n
-

t
h
y
m
e
m
e

b
a
s
e
d

o
n

h
i
s
t
o
r
i
c
a
l

e
x
-

a
m
p
l
e

a
n
d

p
r
o
-

b
a
b
i
l
i
t
y
.

R
e
f
u
t
a
t
i
v
e

e
n
-

t
h
y
m
e
m
e

b
a
s
e
d

o
n

c
o
u
n
t
e
r

a
r
g
u
m
e
n
t

(
i
n
v
e
n
t
e
d

e
x
a
m
-

p
l
e
b
a
n
a
l
o

i
c
a
l

r
e
a
s
o
n
i
n
g
§
.

R
e
f
u
t
a
t
i
v
e

e
n
t
h
y
-

m
e
m
e

b
a
s
e
d

o
n

c
o
u
n
t
e
r

a
r
g
u
m
e
n
t

(
p
r
o
b
a
b
i
l
i
t
y
)
.

W
h
y
,

a
l
l

t
h
e

s
o
u
l
s

t
h
a
t

w
e
r
e

w
e
r
e

f
o
r
f
e
i
t

o
n
c
e
;

 

 
E
t
h
o
s
:

u
s
i
n
g

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
C
h
P
i
S
t
'
S

W
i
l
l
i
n

-

A
n
d

H
e

t
h
a
t
m
i
g
h
t

t
h
e

v
a
n
t
a
g
e

b
e
s
t

h
a
v
e

t
o
o
k

n
g
s
s

t
o

f
o
r
g
i
v
e
?

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

t
o

b
e
m
0
r
0
1
f
u
l

r
e
-

F
o
u
n

o
u
t

t
h
e

r
e
m
e
d
y
.
/

H
o
w

w
o
u
l
d

y
o
u

b
e
,

f
l
e
e
t
s

h
e
r

C
h
r
i
s
t
i
a
n

c
h
a
r
a
c
t
e
r

&
b
e
l
i
e
f
s
.

  

 

I
f

H
e
,

w
h
i
c
h

i
s

t
h
e

t
o
p

6
r
°
1
£
d
g
e
m
e
é
t
I

s
h
o
u
l
d
 

B
u
t

j
u
d
g
e

y
o
u

a
s

y
o
u

a
r
e
?

0
O

O
O

O
O

I
O

O
O

0
,

t
h
i
n
k

o
n

t
h
a
t
;

 

A
n
d
m
e
r
o
y

t
h
e
n

w
i
l
l

b
r
e
a
t
h
e

w
i
t
h
i
n

y
o
u
r

l
i
p
s
,

L
i
k
e

m
a
n

n
e
w

m
a
d
e
.

 

A
N
G
E
L
O

B
e

y
o
u

c
o
n
t
e
n
t
,

f
a
i
r

m
a
i
d
;

I
t

i
s

t
h
e

l
a
w
,

n
o
t

I
c
o
n
d
e
m
n

y
o
u
r

b
r
o
t
h
e
r
:

W
e
r
e

b
e

m
y

k
i
n
s
m
a
n
,

b
r
o
t
h
e
r
,

o
r
m
y

s
o
n
,

I
s
h
o
u
l
d

b
e

t
h
u
s
w
i
t
h

h
i
m
:

h
e

m
u
s
t

d
i
e

t
o
m
o
r
r
o
w
.

I
S
A
B
E
L
L
A

.
T
o
m
o
r
r
o
w
!

0
,

t
h
a
t
'
s

s
u
d
d
e
n
:

S
p
a
r
e

h
i
m
,

s
p
a
r
e

h
i
m
'

P
a
t
h
o
s
:

e
m
o
-

O

O
O

O
O

O
O

O
O

O
O

O
C

O
Q

_
_
_
_
_
_
_
_
_
_
_
_
_
_
_

-
_
o
_
0
_
0
_
e
_
0
_
0
_
o
_
o
_
o
_
e

t
i
o
n

o
r

f
e
a
r

o
r

H
e
'
s

n
o
t

p
r
e
p
a
r
e
d

f
o
r

d
e
a
t
h
.

E
v
e
n

f
o
r

o
u
r

k
i
t
c
h
e
n
s

b
P
O
t
h
O
P
'
B

d
e
a
t
h
.

_
e
_
e
~
e
_
e
_
e
_
e
_
e
_
e
_
e
_
e
_
e
_
e
_
e
_
e

e
e

0
e

e
e

e
e

e
e

e
E
t
h
o
s
:

c
o
n
c
e
r
n

W
e

k
i
l
l

t
h
e

f
o
w
l

o
f

s
e
a
s
o
n
:

s
h
a
l
l

w
e

s
e
r
v
e

h
e
a
v
e
n

f
o
r

b
r
o
t
h
e
r
'
s

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

.
s
o
u
l

r
e
f
l
e
c
t
s

a
n

W
i
t
h

l
e
s
s

r
e
s
p
e
c
t

t
h
a
n

w
e

d
o
m
i
n
i
s
t
e
r

g
a
i
n

h
e
r

C
h
r
i
s
t
i
a
n

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

0
C
h
a
r
a
c
t
e
r

a
n
d

b
6
-

T
o

o
u
r

g
r
o
s
s

s
e
l
v
e
s
fi
/

_
g
o
o
d
,

g
o
o
d
m
y

l
o
r
d
,

b
e
t
h
i
n
k

y
o
o
;

l
i
e
f
s
.

 

 
 

 

 

 

 

W
h
o

i
s

i
t

t
h
a
t

h
a
t
h

d
i
e
d

f
o
r

t
h
i
s

o
f
f
e
n
o
o
?
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a

 



F
o
r
e
n
s
i
c

I
s
s
u
e
:

”
t
h
e

a
c
t

d
i
d

l
e
s
s

h
a
r
m

t
h
a
n

i
s

a
l
l
e
g
e
d
.
"

S
t
a
t
e
m
e
n
t
-
R
e
f
u
-

t
a
t
i
o
n

c
o
n
t
i
n
-

u
e
d
.

E
n
t
h
y
m
e
m
e

b
a
s
e
d

T
h
e
r
e
'
s

m
a
n
y

h
a
v
e

c
o
m
m
i
t
t
e
d

i
t
.

L
U
C
I
O

(
A
s
i
d
e

t
o

I
s
a
b
e
l
l
a
)

A
y
,

w
e
l
l

s
a
i
d
.

A
N
G
E
L
O

T
h
e

l
a
w
h
a
t
h

n
o
t

b
e
e
n

d
e
a
d
,

t
h
o
u
g
h

i
t

h
a
t
h

s
l
e
p
t
:

T
h
o
s
e

m
a
n
y

h
a
d

n
o
t

d
a
r
e
d

t
o

d
o

t
h
a
t

e
v
i
l
,

I
f

t
h
e

f
i
r
s
t

t
h
a
t

d
i
d

t
h
e

e
d
i
c
t

i
n
f
r
i
n
g
e

H
a
d

a
n
s
w
e
r
'
d

f
o
r

h
i
s

d
e
e
d
:

n
o
w

'
t
i
s

a
w
a
k
e
,

T
a
k
e
s

n
o
t
e

o
f
w
h
a
t

i
s

d
o
n
e
;

a
n
d
,

l
i
k
e

a
p
r
o
p
h
e
t
,

L
o
o
k
s

i
n

a
g
l
a
s
s
,

t
h
a
t

s
h
o
w
s

w
h
a
t

f
u
t
u
r
e

e
v
i
l
s
,

E
i
t
h
e
r

n
o
w
,

o
r
b
y

r
e
m
i
s
s
n
e
s
s

n
e
w
-
c
o
n
c
e
i
v
e
d
,

A
n
d

s
o

i
n

p
r
O
g
r
e
s
s

t
o

b
e

h
a
t
c
h
'
d

a
n
d

b
o
r
n
,

A
r
e

n
o
w

t
o

h
a
v
e

n
o

s
u
c
c
e
s
s
i
v
e

d
e
g
r
e
e
s
,

B
u
t
,

e
r
e

t
h
e
y

l
i
v
e
,

t
o

e
n
d
.

I
S
A
B
E
L
L
A

Y
e
t

s
h
o
w

s
o
m
e

p
i
t
y
.

A
N
G
E
L
O

I
s
h
o
w

i
t
m
o
s
t

o
f

a
l
l

w
h
e
n

I
s
h
o
w

j
u
s
t
i
c
e
;

F
o
r

t
h
e
n

I
p
i
t
y

t
h
o
s
e

I
d
o

n
o
t

k
n
o
w
,

W
h
i
c
h

a
d
i
s
m
i
s
s
'
d

o
f
f
e
n
c
e

w
o
u
l
d

a
f
t
e
r

g
a
l
l
;

A
n
d

d
o
h
i
m

r
i
g
h
t

t
h
a
t
,

a
n
s
w
e
r
i
n
g

o
n
e

f
o
u
l

w
r
o
n
g
,

L
i
v
e
s

n
o
t

t
o

a
c
t

a
n
o
t
h
e
r
.

B
e

s
a
t
i
s
f
i
e
d
;

Y
o
u
r

b
r
o
t
h
e
r

d
i
e
s

t
o
-
m
o
r
r
o
w
;

b
e

c
o
n
t
e
n
t
.

I
S
A
B
E
L
L
A

S
o

y
o
u

m
u
s
t

b
e

t
h
e

f
i
r
s
t

t
h
a
t

g
i
v
e
s

h
i
s

s
e
n
t
e
n
c
e
,

A
n
d

h
e
,

t
h
a
t

s
u
f
f
e
r
s
.

Q
,

i
t

i
s

e
x
c
e
l
l
e
n
t

E
t
h
o
s
:

 

1
5
7

 

r
e
f
l
e
c
t
s

h
e
r



o
n

m
a
x
i
m
.

S
t
a
t
e
m
e
n
t
-
R
e
f
u
-

t
a
t
i
o
n

c
o
n
t
i
n
-

u
e
d
.

E
n
t
h
y
m
e
m
e

b
a
s
e
d

o
n

i
n
v
e
n
t
e
d

e
x
-

a
m
p
l
e

a
n
d

p
r
o
b
a
-

h
i
l
l
t
Y
e

E
n
t
h
y
m
e
m
e

b
a
s
e
d

o
n

i
n
v
e
n
t
e
d

e
x
-

a
m
p
l
e

a
n
d

p
r
o
b
a
-

b
i
l
i
t
y
e

T
o

h
a
v
e

a
g
i
a
n
t
'
s
s
t
r
e
n
g
t
h
;

b
u
t

i
t

i
s

t
y
r
a
n
n
o
u
s

T
o

u
s
e

i
t
l
i
k
e

a
g
i
a
n
t
.

b
e
l
i
e
f

i
n

a
r
e
s
p
o
n
-

s
i
b
l
e
,

b
e
n
e
i
g
n

e
x
e
-

c
u
t
i
o
n

o
f

a
u
t
h
o
r
i
t
y
.

 

 

 

L
U
C
I
O

(
A
s
i
d
e

t
o

I
s
a
b
e
l
l
a
)

T
h
a
t
'
s

w
e
l
l

s
a
i
d
.

I
S
A
B
E
L
L
A

C
o
u
l
d

g
r
e
a
t

m
e
n

t
h
u
n
d
e
r
  

 

E
t
h
o
s
:

t
h
e

s
u
b
j
e
c
t

m
a
t
t
e
r

o
f
w
h
i
c
h

h
e
r

i
n
v
e
n
t
e
d

e
x
a
m
p
l
e
s

a
r
e

c
o
m
p
o
s
e
d

a
r
e

e
t
h
o
s
-
p
r
o
d
u
c
i
n
g

e
l
e
-

m
e
n
t
s
.

 

A
s

J
o
v
e

h
i
m
s
e
l
f

d
o
e
s
,

J
o
v
e

w
o
u
l
d

n
e
'
e
r

b
e

q
u
i
e
t

 

O
O

O
O

O
O

O
O

O
O

O
O

C

F
o
r
e
v
e
r
y
p
e
l
t
i
n
g
,

p
e
t
t
y

o
f
f
i
c
e
r

  

 

W
o
u
l
d

u
s
e
h
i
s

h
e
a
v
e
n

f
o
r

t
h
u
n
d
e
r
.
 

N
o
t
h
i
n
g

b
u
t

t
h
u
n
d
e
r
J
/

M
e
r
c
i
f
u
l

H
e
a
v
e
n
,

 

 

E
t
h
o
s
:

e
x
p
r
e
s
s
i
o
n

o
f
h
e
r

b
e
l
i
e
f

i
n

a

m
e
r
c
i
f
u
l

d
i
v
i
n
i
~

t
y
,

a
n
d

i
n
d
i
r
e
c
t
-

l
y

o
f

h
e
r

b
e
l
i
e
f

O
O

9

T
h
o
u

r
a
t
h
e
r

w
i
t
h

t
h
y
s
h
a
r
p
a
n
d

s
u
l
p
h
u
r
o
u
s

b
o
l
t

S
p
l
i
t
'
s
t
t
h
e
u
n
w
e
d
g
e
a
b
l
e
a
n
d

g
n
a
r
l
e
d

o
a
k
 

 

O
C

O

O
O

O
O

O
C

O
O

O
O

O
O

O

T
h
a
n
t
h
e
s
o
f
t

m
y
r
t
l
e
:

b
u
t

m
a
n
,

p
r
o
u
d

m
a
n
,

0
O

I
C

O
O

C
O

O
O

O
C

O
O

O
O

D
r
e
s
t

i
n

a
l
i
t
t
l
e

b
r
i
e
f

a
u
t
h
o
r
i
t
y
,

M
o
s
t

i
g
n
o
r
a
n
t

o
f

w
h
a
t

h
e
'
s

m
o
s
t

a
s
s
u
r
e
d
,

C
O

O
O

O
O

O
O

O
O

O
O

I
O

O
O

O
O

0

H
i
s

g
l
a
s
s
y

e
s
s
e
n
c
e
,

l
i
k
e

a
n

a
n
g
r
y

a
p
e
,

t
h
a
t
m
e
n

d
o

n
o
t

h
a
v
e

t
h
e

r
i
g
h
t

t
o

j
u
d
g
e

o
t
h
e
r

m
e
n
.

 

 

 

 

O
O

O
O

O
O

O
.
0

O
O

C
O

O
0

P
l
a
y
s

s
u
c
h

f
a
n
t
a
s
t
i
c

t
r
i
c
k
s

b
e
f
o
r
e

h
i
g
h
h
e
a
v
e
n
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S
t
a
t
e
m
e
n
t
-
R
e
f
u
-

A
s

m
a
k
e

t
h
e

a
n
g
e
l
s

w
e
e
p
;

w
h
o
,

w
i
t
h

o
u
r

s
p
l
e
e
n
s
,

t
a
t
i
o
n

c
o
n
t
i
n
-

O
0

0
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e

u
e
d
.

W
o
u
l
d

a
l
l

t
h
e
m
s
e
l
v
e
s

l
a
u
g
h
m
o
r
t
a
l
.

L
U
C
I
O

(
A
s
i
d
e

t
o

I
s
a
b
e
l
l
a
)

o
,

t
o

h
i
m
,

t
o

h
i
m
w
e
n
c
h
!

h
e

w
i
l
l

r
e
l
e
n
t
;

H
e
'
s

c
o
m
i
n
g
;

I
p
e
r
c
e
i
v
e

'
t
.

P
R
O
V
O
S
T

(
A
s
i
d
e
)

P
r
a
y

h
e
a
v
e
n

s
h
e

w
i
n

h
i
m
!

I
S
A
B
E
L
L
A

E
n
t
h
y
m
e
m
e

b
a
s
e
d

W
e

c
a
n
n
o
t

w
e
i
g
h

o
u
r
b
r
o
t
h
e
r

w
i
t
h

o
u
r
s
e
l
f
:

E
t
h
o
s
:

d
i
r
e
c
t

e
x
-

o
n

m
a
x
i
m
.

.
-

-
~

-
-

-
-

'
-

-
-

p
r
e
s
s
i
o
n

o
f

h
e
r

G
r
e
a
t

m
a
n
m
a
y

j
e
s
t
w
i
t
h

s
a
i
n
t
s
;

'
t
i
s

w
i
t

i
n

t
h
e
m
,

C
h
r
i
s
t
i
a
n

b
e
-

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

l
i
e
f
:

"
J
u
d
g
e

B
u
t

i
n

t
h
e

l
e
s
s

f
o
u
l

p
r
o
f
a
n
a
t
i
o
n
.

n
o
t

l
e
s
t

y
e

b
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
J
u
d
g
e
d
.
"

L
U
C
I
O

T
h
o
u
'
r
t

i
'

r
i
g
h
t
,

g
i
r
l
;

m
o
r
e

0
'

t
h
a
t
.

I
S
A
B
E
L
L
A

E
n
t
h
y
m
e
m
e

b
a
s
e
d

T
h
a
t

i
n

t
h
e

c
a
p
t
a
i
n
'
s

b
u
t

a
c
h
o
l
e
r
i
c

w
o
r
d
,

E
t
h
o
s
:

a
g
a
i
n
,

a
n

o
n
m
a
x
i
m
.

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
e
x
p
r
e
s
s
i
o
n

o
f
h
e
r

W
h
i
c
h

i
n

t
h
e

s
o
l
d
i
e
r

i
s

f
l
a
t

b
l
a
s
p
h
e
m
y
.

b
e
l
i
e
f

t
h
a
t

G
o
d
,

n
o
t

e
e

e
e

e
e

e
e

e
e

e
e

e
e

e
m
a
n

i
s

t
h
e

s
u
p
r
e
m
.

L
U
C
I
O

j
u
d
g
e
.

(
A
s
i
d
e
)

A
r
t

e
v
i
s
e
d

0
'

t
h
a
t
?

m
o
r
e

o
n

'
t
.

A
N
G
E
L
O

W
h
y

d
o

y
o
u

p
u
t

t
h
e
s
e

s
a
y
i
n
g
s

u
p
o
n

m
e
?

'
1
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E
n
t
h
y
m
e
m
e

b
a
s
e
d

o
n

p
r
o
b
a
b
i
l
i
t
y
.

E
n
t
h
y
m
e
m
e

b
a
s
e
d

o
n

i
n
v
e
n
t
e
d

e
x
-

a
m
p
l
e

a
n
d

p
r
o
b
a
—

b
i
l
i
t
y
.

E
p
i
l
o
g
u
e

  E
p
o
c
k

t
h
e
r
e
,

 

I
S
A
B
E
L
L
A

t
h
o
u
g
h

i
t

e
r
r

l
i
k
e

o
t
h
e
r
s
,

E
t
h
o
s
:

H
a
t
h

y
e
t

a
k
i
n
d

o
f
m
e
d
i
c
i
n
e

B
e
c
a
u
s
e

a
u
t
h
o
r
i
t
y
,

a
g
a
i
n
,

a
n

e
x
-

p
r
e
s
s
i
o
n

o
f

h
e
r

b
e
-

l
i
e
f

i
n
m
e
r
c
y
.

 

i
n

i
t
s
e
l
f
,

T
h
a
t

s
k
i
n
s

t
h
e

v
i
c
e

o
'
t
h
e
t
o
p
./

G
o
t
o

y
o
u
r

b
o
s
o
m
;

E
t
h
o
s
:

 

 

r
e
-

°
°

°
f
l
e
c
t
s

h
e
r

.
a
n
d

a
s
k

y
o
u
r

h
e
a
r
t
w
h
a
t
i
t

d
o
t
h

k
n
o
w

o
p
e
n
n
e
s
s

o
f

c
h
a
r
-

e
e

e
e

e
O

0
.

'
'

a
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Summary of analysis: An analysis of the structure of

this oration reveals that the parts of a speech pre-

sent are the proem, the statement, an argument in the

form of refutation, and the epilOgue. One of the

forensic issues with which Isabella's speech is in-

volved is "that the act did less harm than is alleged."

The speaker uses two means of dealing with prejudice

(line of argument): 1) she attempts to clear her-

self of suspicion, and 2) the act was a mistake,

”a mischance". No use of non-artistic proof is to

be found in the oration. The speaker's use of ethi-

cal proof is predominant. Logical proof is also used

a great deal. There are few elements of pathetic

proof incorporated into the speech. The premises

from which the enthymemes are drawn are invented and

historical examples, probabilities, maxims and refu-

tative enthymemes based on counter-arguments.

Othello's Oration from THE TRAGEDY

OF OTHELLO BEE

Setting: Othello, the black-skinned Moor, held in

high esteem for his viour in the Venetian wars

against the Turks, is raised to the rank ofgeneral

by the Senate of Venice. The Moor is greatly ad-.

mired by Brabantio, a wealthy and powerful senator,

and he is often invited to the senator's home. Des-

demona, Brabantio's only daughter, is enraptured by
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the nobility and striking simplicity of the dark man.

The tales of adventure which Othello relates to Bra-

bantio kindle Desdemona's fascination into a deep

sympathy, admiration, and love. Their differences of

race and color vanish. They are secretly married.

When hearing of the union, Brabantio accuses Othello

of seducing Desdemona by witchcraft, and he orders

the Moor to appear before the senate council. The

following is Othello's oration of defense delivered

in the council-chamber of the Venetian Senate.
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c
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The analysi
s of the structu

re

Summary
ofFAnaly

sis:

's oratio
n shows

the

the narrat
ion which

is
of Othello

parts of the speech
to

be the proem,
the stateme

nt,

tablish
ethical

proof,
a

"that the act was not
used to es

nd the epilogu
e.

treate
d is

The forensi
c issue

0 means of dealing
with

committe
d." Othello

uses tw

prejudice
(lines of argument)

: 1) he attempts
to

on and 2) he directly
attacks

clear himself
of suspici

the charges
made against

him. There is within
the

speech
a prepara

tion for the use of non-art
istic

The speaker'
s use of ethical

proof:
a witness

.

His use of logical

proof is decided
ly predomi

nant.

The speaker
seems to make no

proof is not great.

use of the elements
of pathetic

proof.
The premises

of the enthymem
es are drawn from the realm of proba-

bility.

glcibiad
es' Oration

a famous
general

of

The soldier
is sen-

from TIMON OF Hams

Setting
: Alcibia

des,

Athens,
comes

to the aid of a soldier

0 death by the Athenian
Se

The soldier
had f

feeling
that the sen-

and friend.

tenced t

mate for killing
a

man in self-def
ense.

ought valiantl
y

for the state,
and Alcibia

des,

is unjust,
intervene

s. The following
oration

is

tence

life of his friend,
address

ed

the general'
s plea for the

to the Senate
of Athens.
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E
t
h
o
s
:

g
o
o
d

w
i
l
l
.

E
t
h
o
s
:

h
e

h
i
m
s
e
l
f

a
s

a
p
p
e
a
l
s

t
o

i
n

p
e
o
p
l
e
.

B
y

s
p
e
a
k
-

i
n
g

t
h
u
s
l
y

h
e

c
o
m
p
l
e
-

m
e
n
t
s

h
i
s

a
u
d
i
t
o
r
s
.

T
h
e

p
r
o
e
m

a
l
s
o

s
u
g
-

g
e
s
t
s

t
h
a
t

h
e

b
e
l
i
e
v
e
s

i
n

a
b
e
n
e
i
g
n

a
n
d
m
e
r
-

c
i
f
u
l

e
x
e
c
u
t
i
o
n

o
f

a
u
t
h
o
r
i
t
y
.

r
e
v
e
a
l
s

o
n
e
w
h
o

t
h
e

g
o
o
d

E
t
h
o
s
:

t
h
e

n
a
r
r
a
t
i
o
n

p
r
o
d
u
c
e
s

e
t
h
i
c
a
l

p
r
o
o
f

f
o
r
b
o
t
h

t
h
e

d
e
f
e
n
d
a
n
t

a
n
d

t
h
e
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p
e
a
k
e
r
.

T
h
e

d
e
f
e
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-

d
a
n
t

i
s
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e
s
c
r
i
b
e
d

a
s

a
b
r
a
v
e
,

v
i
r
t
u
o
u
s
,

h
o
n
o
r
a
b
l
e
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a
n
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h
o

p
r
i
z
e
s
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i
s
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e
p
u
t
e
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o
v
e

e
v
e
r
y
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i
n
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e
l
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p
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c
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r
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d
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b
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c
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r
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i
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g
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e
a
d
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f
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I
s
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a
l f
o
l
l
y

b
e
h
a
v
e
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i
s
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n
g
e
r
,
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r
e

'
t
w
a
s
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p
e
n
t
,

h
e

h
a
d
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u
t

p
r
o
v
e
d

a
n

a
r
g
u
m
e
n
t
.
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n
t
a
i
l
s
.
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R
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R
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c
t
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p
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r
a
d
o
x
,

u
g
l
y

d
e
e
d
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o
o
k

f
a
i
r
:

p
a
i
n
s
,
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s
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f

t
h
e
y
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a
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o
u
r
'
d
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o
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,
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n
d
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e
t
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r
r
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l
l
i
n
g
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o
u
r
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c
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b
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n
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r
l
d

e
c
t
s
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n
d

f
a
c
t
i
o
n
s

w
e
r
e

n
e
w
l
y

b
o
r
n
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u
l
y
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a
l
i
a
n
t
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a
t
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a
n
w

r
s
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t
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c
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a
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n
d
m
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k
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i
d
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s
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h
e
m
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i
k
e
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r
p
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e
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e
r

h
i
s

i
n
j
u
r
i
e
s
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o

n
g

i
t

i
n
t
o

d
a
n
g
e
r
.

n
g
s

b
e
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v
i
l
s
,
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n
d

O
O

O
O
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O
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w
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i
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t
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r
e
l
e
s
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n
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r
c
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s
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i
l
l
,

'
t
i
s

t
o

h
a
z
a
r
d

l
i
f
e

f
o
r

i
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R
S
T

S
E
N
A
T
O
R

g
r
o
s
s

s
i
n
s

l
o
o
k

c
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u
t
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b
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u
n
d
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r
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o
u
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p
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p
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c
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b
v
i
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u
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b
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f
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i
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m
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n
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p
l
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n
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p
l
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i
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h

i
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p
e
c
t
.
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P
r
e
s
e
n
t

a
l
s
o

i
n

t
h
e

f
r
a
g
m
e
n
t
-

a
r
y

e
f
f
o
r
t

t
o

s
p
e
a
k

a
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o
v
e
.
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E
t
h
o
s
:
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o
m
p
e
t
e
n
c
y

o
f

i
n
t
e
l
l
i
g
e
n
c
e

a
n
d

a
s

a
s
p
e
a
k
e
r

i
s

m
a
n
i
f
e
s
t
e
d

b
y

h
i
s

a
b
i
l
i
t
y

t
o

i
n
-

v
e
n
t

e
v
i
d
e
n
c
e

t
o

s
u
p
-

p
o
r
t

h
i
s

a
r
g
u
m
e
n
t
.

f
e
l
o
n

 

E
t
h
o
s
:

g
o
o
d

w
i
l
l

e
x
-

t
e
n
d
e
d

t
o

t
h
e

s
e
n
a
-

t
o
r
s

i
n

t
h
e

f
o
r
m

o
f

a
c
o
m
p
l
i
m
e
n
t
;

a
n

i
n
d
i
-

r
e
c
t

e
x
p
r
e
s
s
i
o
n

o
f

h
i
s

b
e
l
i
e
f

i
n

e
q
u
i
t
y
.

(
c
h
a
r
a
c
t
e
r
)

P
a
t
h
o
s
:

e
m
o
t
i
o
n

o
f

p
i
t
y
.

E
t
h
o
s
:

r
e
f
l
e
c
t
s

h
i
s

s
y
m
p
a
t
h
e
t
i
c

n
a
t
u
r
e
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n

o
p
e
n

c
o
n
s
i
d
e
r
a
t
i
o
n



a
n
a
l
o
g
i
c
a
l

r
e
a
-

s
o
n
i
n
g

(
c
o
n
t
i
n
-

g
e
n
t
u
p
o
n

t
h
e

f
o
r
e
g
o
i
n

e
n
-

t
h
y
m
e
m
e
.
§

R
e
f
u
t
a
t
i
v
e

e
n
-

t
h
y
m
e
m
e

b
a
s
e
d

o
n

c
o
u
n
t
e
r
- -
a
r
g
u
-

m
e
n
t

(
p
r
o
b
a
b
i
l
i
-

t
y
)

R
e
f
u
t
a
t
i
v
e

e
n
-

t
h
y
m
e
m
e

b
a
s
e
d

o
n

c
o
u
n
t
e
r
u
a
r
g
u
-

m
e
n
t

e

F
o
r
e
n
s
i
c

s
u
b
-

j
e
c
t
:

j
u
s
t
i
c
e
.

B
u
t

w
h
o

i
s

m
a
n

t
h
a
t

i
s

n
o
t

a
n
g
r
y
?

o
f

t
h
e

e
l
e
m
e
n
t
s

i
n
-

v
o
l
v
e
d

i
n

h
i
s

f
r
i
e
n
d
'
3

W
e
i
g
h

b
u
t

t
h
e

c
r
i
m
e

w
i
t
h

t
h
i
s
.

c
r
i
m
e

(
h
o
n
e
s
t
y

o
f

c
h
a
r
a
c
t
e
r
)
;

a
l
s
o

t
h
e

S
E
C
O
N
D

S
E
N
A
T
O
R

s
p
e
a
k
e
r
'

3
c
o
m
p
e
t
e
n
c
y

Y
o
u

b
r
e
a
t
h
e

i
n

v
a
i
n
.

i
s

d
e
m
o
n
s
t
r
a
t
e
d

b
y

h
i
s

a
b
i
l
i
t
y

t
o

i
n
v
e
n
t

A
L
C
I
B
I
A
D
E
S

a
r
g
u
m
e
n
t
s

a
n
d

e
v
i
d
e
n
c
e

I
n
v
a
i
n
:

H
e
'
s

s
e
r
v
i
c
e

d
o
n
e

(
e
x
a
m
p
l
e

a
n
d
m
a
x
i
m
s
)

a
n
d

t
o

r
e
a
s
o
n

f
r
o
m

A
t

L
a
c
e
d
o
e
m
o
n

a
n
d
B
y
z
a
n
t
i
u
m

t
h
e
m
.

W
e
r
e

a
s
u
f
f
i
c
i
e
n
t

b
r
i
b
e
r

f
o
r

h
i
s

l
i
f
e
.

F
I
R
S
T

S
E
N
A
T
O
R

W
h
a
t
'
s

t
h
a
t
?

-
A
L
C
I
B
I
A
D
E
S

I
s
a
y
,

m
y

l
o
r
d
s
,

h
a
s

d
o
n
e

f
a
i
r

s
e
r
v
i
c
e
,

E
t
h
o
s
:
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f
o
r

s
p
e
a
k
e
r
)
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.
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.
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.
_
.
_
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_
.
_
.
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.
_
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.
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.
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,
_
.
_
.
_
.
_
.
_
.
_
.

p
e
r
s
i
s
t
e
n
t

c
h
a
r
a
c
t
e
r
;

A
n
d

s
l
a
i
n

i
n

f
i
g
h
t

m
s
.
n
y

o
f

y
o
u
r

e
n
e
m
i
e
s
:

b
r
a
v
i
n
g

h
i
s

o
w
n
“
9
1
'

—
0
-
0
—
0
-
0
—
0
_
.
-
—
.
—
.
—
O
_
O
—
O
-
—
O
-
O
—
O
—
O
—
O
_
.
_
.
-
.
-

f
a
r
.

f
o
r

h
i
s

f
r
i
e
n
d
.

H
o
w

f
u
l
l

o
f

v
a
l
o
u
r

d
i
d

h
e

b
e
a
r

h
i
m
s
e
l
f

(
f
o
r

d
e
f
e
n
d
a
n
t
)

C
o
m
-

—
.
-
O
_
.
-
O
-
O
—
I
_
O
-
O
‘
I
-
O
—
O
—
O
-
O
—
O
—
O
—
O
_
O
—
O
_
O

p
o
t
e
n
t

a
n
d

v
a
l
o
r
o
u
s

I
n

t
h
e

l
a
s
t

c
o
n
f
l
i
c
t
,

a
n
d
m
a
d
e

p
l
e
n
t
e
o
u
s

w
o
u
n
d
s
!

3
0
1
3
3
1
5
?
-

-
I
—
O
_
O
—
O
—
O
_
O
_
O
-
O
—
O
-
O
-
O
—
O
-
O
_
O
—
O
—
O
-
O
-
O
-
O
—
O
_
O
_
O
_
_
O
_

P
a
t
h
o
s
:

e
m
O
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Summary of Analysis: The structure of Alcibiades'

oration is incomplete because of the dramatic purposes

of the playwright. All the parts of a speech, the

proem, the statement, the narration, the argument and

refutation are present, with the exception of the epi-

10gue. The narration is used to establish ethical

proof. The issue of the speech is "that the act did

less harm (or is less offensive) than is alleged.”

The forensic subject treated is justice. Alcibiades

attempts to combat prejudice (line of argument) by

clearing himself of suspicion. No use of non-artistic

proof is found in the oration. The speaker's use

of legical proof is the predominant means through

which he attempts to prove his case. He also incor-

porates the ethical mode of proof effectively into

his speech. Very little use is made of the pathetic

proof. The premises from which the enthymemes are

drawn are probabilities, maxims, analogical circum-

stances, and refutative enthymemes based on objection

and counter-argument.



CHAPTER V

SUMMARY AND CONCLUSIONS

The purposes of this chapter are four-fold.

First, the results of the analyses of the orations

executed in Chapter IV are summarized topically.

These eleven orations are then compared to Hermione's

oration for evaluative purposes. Second, Kennedy's

conclusion that Hermione's oration represents the

best of the forensic speeches is by this method also

subjected to evaluation. Third, the techniques used

by Shakespeare in his orations and the changes that

occurred in the structure of the orations as the play-

wright's career progressed are also considered within

the framework of the foregoing methodolOgy. Fourth,

evidences for or against Kennedy's conclusion, "He

[Shakespeare] perfected the revival of the ancient

rhetoric in poetic,” are presented through a compari-

son of the results of these analyses with Kennedy's

own conclusions regarding the quality of the forensic

orations in each of the four periods of Shakespeare's

career.

It will be recalled that every part of a

speech advocated by Aristotle is found within

179
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Hermione’s oration: the proem (which is shifted to

a source other than the speaker); the statement, the

narration, the argument, the refutation, and the epi-

lOgue. The use of these parts is in harmony with

Aristotelian precepts of 33513 and with his precepts

dealing with forensic speaking in particular. The

narration is used to augment fiermione's establishment

of ethical proof, and the epi10gue accomplishes all

of the four objectives which Aristotle advocated.

Hermione uses two of the means of dealing with pre~

judice: she constructs those arguments which would

clear her of suspicion,i and she wages a direct

attack upon the charges with which her trial is con-

cerned. The forensic issue of her oration is "that

the act was not committed." The forensic subjects

are honor and justice. hermione prepares for the in-

corporation of a mode of non-artistic proof in her

oration by transferring her source of judgement from

Leontes to the oracle. The oracle's message serves

as a witness to the validity of her arguments. All

three modes of artistic proof are used effectively.

Hermione's innocence, however, is established largely

through the use of ethical proof, the logical mode

of proof serving as the vehicle through which the

ethical proof of the speaker is established. The

premises from which the enthymemes are drawn include
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maxim, analogy, example, certain sign, and probability.

Refutative enthymemes are based on objection and

counter-argument. Pathetic elements of proof are

arrestingly present in the oration. The speaker's

use of pathetic proof, however, is not direct. An

emotional response of pity arises naturally within the

auditors because of Hermione's seemingly hopeless

situation.

The results of the structural analyses of the

remaining eleven orations from Chapter IV, treating

each part of the oration topically, are considered

with the foregoing summary in mind.

Aristotle's concept of the function of a proem

is recalled:

The superlative function of the proemlis]

to make clear the end and object of your work.

And hence, if your matter is plain and short, a

proem really should not be employed.1

Every oration, nevertheless, has a proem.

Four out of the eleven of these proems are shifted

to a source other than the speaker: Aegeon's proem

is assumed by Solinus, the Duke of Ephesus; Henry V

introduces the subject upon which the Lord Chief Jus-

tice must defend his actions; similarly, Henry IV asks

Worcester why he forces the kingdom to "doff our easy

 

1Aristotle, The Rhetoric of Aristotle, trans-

lated by Lane Cooper, (New‘York: ’Kppleton-Century-

Crofts, Inc., 1952) p. 223.

l



182

robes of peace," and the officer of the law in 223

Winter's Tale, reading the edictment against Hermione,
 

introduces the objectives of her oration. Three out

of the seven remaining orations seem to have incom-

plete proems when they are evaluated in light of Aris-

totle's precept, howevera Antipholus of Ephesus, for

example, states that the "end and object" of his

speech is ”justice." His proem is incomplete because

he does not make clear the source or the nature of

the injustice or to whom it was done. The oration is

addressed to the Duke, who knows nothing of Antipho-

lus' plight. The absent information is not supplied

until the statement following the proem proper. Ta-

mora's proem is emotionally-succinct: ". . . rue the

tears I shed, a mother's tears in passion for her son.”

This proem could be interpreted, however, that she is

sorrowing for her ill-fated son or that she is shed-

ding tears with the hope that someone will pity her

and her son. There is no clear indication that a plea

for his life will be the subject of her oration. The

proem of Friar Lawrence's oration is an eqmvocal indi-

cation of what is to follow:

And here I stand, both to impeach and purge

Myself condemn and myself excuse.

The proems in the orations of Mowbray, Shylock, Isa-

bella, Othello, and Alcibiades fulfill Aristotle's

precept. Isabella's and Othello's proems are the
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most complete. The others are adequate to the drama-

tic circumstances, 1. e., the speakers' auditors know

ahead of time the subject matter of their speeches.

The four proems which are shifted to sources other than

the speaker also adequately accomplish their purpose.

In consideration of the statement part of an

oration, Aristotle has said that there are essentially

two parts to a speech: "Necessarily, you state your

case and you prove it."2 The statement of an oration,

then, contains the speaker's contentions which must

be substantiated or proven sometime during the interim

of the speech.

Every oration analyzed has a statement, and

all but two of these statements adequately accomplish

their purpose of stating the case. The two orations

which contain weak statements are those of Tamora and

Worcester. Tamora's statement does not "state" her

case when her statement is related to the remainder

of the oration. In it she says that as Titus' sons

were ”dear" to him, so is her son "dear" to her.

That statement is an argument; it does not contain

the contentions which she attempts to "prove" in the

remaining parts of her oration. Worcester's state-

ment is also deficient in this respect. In his state-

ment he says that he has ”not sought the day of this

dislike." The argument he then advances relates the

 

2Ibid., p. 220.
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king's misuse of him and his house as the reasons for

their organizing a formidable army. The discrepancy

between the statement and the argument no doubt is

indicative of the villainy which he and his fanily are

promoting.

Eight of the twelve orations combine the state-

ment with other parts of the speech: Tamora's and

Mowbray's oration combine the statement with the nar-

ration, and the argument; in the orations of the Lord

Chief Justice, Alcibiades, and Friar Lawrence the sources

of statement and narration are synonymous; Shylock's

statement is identical with his argument, and in the

oration of Isabella, the statement is composed of

argumentative dia10gue (refutation). Kennedy in his

classification of the forensic orations has indicated

that Isabella’s speech is not sufficiently public to

be considered a pure oration. The dramatic situation

wherein Isabella seeks to obtain the attention of the

adamant judge, Angelo, and to persuade him to recon-

sider the death sentence that he has levied upon Isa-

bella's brother produces this unusual statement-argu-

ment (refutation) combination. Hermione's statement

and narration intertwine: statement, narration, state-

ment. The four orations in which the statements and

the narrations appear in a relatively pure form are

those of Aegeon, Othello, Worcester, and Antipholus.
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In the latter the narration is interrupted by refu-

tation. The statements of Mowbray, Alcibiades, Shy-

lock and Hermione are the most effective. When con-

sidering the Aristotelian function of a statement,how-

ever, it appears that Hermione's statement is superior

in terms of completeness, candor of speech, and purity,

i.e., the statement is not directly combined with the

other parts of the oration.

The only two speeches which do not contain a

narration are those of Shylock and Isabella. The use

of the narration in the remaining ten orations is ex-

tremely varied. In length, the narration ranges from

three lines to three or more pages. In relation to

the speech as a whole it varies from a means to intro-

duce an enthymeme to being the whole substance or argu-

ment of the speech; and as it has been demonstrated

in the treatment of the statement, the use of the nar-

ration also varies in its combination with other parts

of the speech. The one distinguishable constant fea-

ture of the narration is that it is used to reveal

the character of the speaker, and in most instances,

it aids in the speaker's establishment of ethical

proof.

It will be recalled that Aristotle has said

the following concerning the use of the narration in

forensic speaking:
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The defence needs less narration . . .

unless your story will bear on the contention .

. . it was no injustice, or the like. Further,

speak briefly of events as past and gone, except

when representing them as present will excite

pity and indignation.3

The procedure which is followed in summarizing

the use of the narration in the twelve orations is to

group the narrations according to their use in the

orations and to compare their use to Aristotle's fore-

going precept. The narrations in the orations of

Aegeon, Antipholus, Friar Lawrence, Worcester, Othello,

and Hermione are all used in one degree or another as

arguments. All of these narrations--with the excep-

tion of Hermione's and, to a lesser degree, Othello's--

contain the main substance of the speeches. Also,

they are all lengthy, when their length is proportion-

ally compared with the other parts of the speech. The

use of these narrations is, however, to a greater or

lesser degree in harmony with Aristotle's precept. The

theme of Aegeon's narrative is "that the act did less

harm than is alleged." It is also highly successful

in evoking an emotional response of pity from the

auditors. It is the longest of all the narrations,

but its length is necessary for the dramatic purposes

of the play. The speech occurs at the very beginning

of the play, and it serves to inform the audience of

 

3Ibid., 3. 16, p. 230.
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the background events which have produced the unique

situation in The flamedygf Errors. Antipholts' narra-
 

tion attempts to describe to the Duke the injustices

which have been thrust upon him. The purpose of the

narrative in Friar Lawrence's oration is to clear him

of the suspicion of murder. Worcester's narration is

used as an argument to justify his and his family's

actions against Henry V. Through narration, Othello

proves that he wooed Desdemona in a natural way. Her-

mione's narration is a combination of argument and a

means by which she evokes both "pity" and "indigna-

tion" from her audience. Mowbray's short four-line

narration can also be considered, in an indirect way,

argumentative. The narration consists of a selfucon-

fession concerning the pleader's once planned attempt

to murder the father of his forensic opponent. Indi-

rectly, through ethical appeal and inference, the

narrative adds weight to the more relevant points of

argument that Mowbray advances. The narrations in the

orations of the Lord Chief Justice and Alcibiades are,

as has been previously stated, synonymous with the

statements of the speeches. They also contain ele-

ments of argument. Their use, too, is in harmonvaith

Aristotle's precept concerning the use of the narra-

tion in forensic speaking to "depict character":

The narration should depict character;

and it will do so if we know what imparts char-

acter (ethos). One thing that will give this



190

quality is the revelation of moral purpose; for

the'quality of the ethos is determined by the

quality of the purpose revealed, and the guality

of this purpose is determined by its end.

The narrations of Aegeon, Mowbray, Friar

Lawrence, the Lord Chief Justice, Othello, Alcibiades,

and Hermione reveal either directly or indirectly that

the speakers have acted or are acting with a moral

purpose in mind. In his statement Aegeon says that

he will tell his tale of woe so "that the world may

witness" that his "end was wrought by nature, not by

vile offence." The narration of Mowbray reveals the

speaker to be.a man who once erred, but whose return

to the path of good-living was prompted by a moral

purpose. Friar Lawrence gambles his reputation to

tell the grieving relatives of the circumstances sur-

rounding the deaths of Romeo, Juliet, and Paris. The

Lord Chief Justice tells Henry V that his actions in

the past situation under discussion were executed in

the name of the king and for the purpose of defending

the king's laws and his honor. Honest Othello wishes

the Senators and his wife's father to know that he

wooed and won Desdemona in a natural way. Alcibiades'

narration reveals that he is acting in the interests

of a friend. Hermione succinctly narrates the rela~

tionships of her past life in an attempt to show

 

41mm.
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Leontes the absurdity of his suspicions. When con-

sidering the impeccable character of the speaker, the

narration could be interpreted as a disguised effort

to protect Leontes from being the tragic victim of

his own jealousy. There are certainly many character

traits, evidences of extended good will, and demon-

strations of the competencies of the speakers present

in the narrations. These elements of ethical proof,

however, have been treated in detail on the annotated

manuscripts in Chapter IV.

The narrations of Antipholus and Worcester do

not depict the Speakers as being motivated by a moral

purpose. The setting of Antipholus' oration is comic,

and all serious situations and considerations which

the speech recalls or advances are to the audience

extremely humorous. Worcester's oration is a twisted

account of the past. His actions and the actions of

his family, which threaten the safety of the king and

his throne, are obviously not motivated by a moral

purpose. The context of Tamora's narration in itself

reveals no moral purpose; but such a purpose is inferred

because she is pleading for the life of her son.

When considering an Aristotelian evaluation of

the use of the narration in these twelve orations, it

appears that the narrations of Aegeon, the Lord Chief

Justice, Othello, and Hermione are superior. Aegeon's

narrative is the least effective because of its extra-
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ordinary and seemingly unnecessary length. As has

been previously stated, however, the dramatic purposes

of the playwright require a complete account of past

events. Again, it appears that Hermione's narration

meets and fulfills the requirements of Aristotle's

precepts most completely. Her narration evokes "pity"

and ”indignation" from her auditors; it simultaneously,

in a subtle way, attempts to guard Leontes from.making

a great mistake, and depicts the speaker's character

in terms of patience, magnanimity, virtue, showing her

to be one who in good taste declines an opportunity

to be indignant or to be emotionally and pretentiously

persuasive.

Table 4 summarizes the structure of the ora-

tions, showing the relationships of the structural

parts of the orations, and indicates in which orations

the narrations are used to establish ethical proof.

Some evaluative comments as to the quality and effect-

iveness of the use of the parts are also included in

this table.

Before dealing with the argument and refuta-

tion parts of the orations, it is necessary to define

what is meant by these terms. The term argument is

used in this portion of this summary in two senses:

it refers to those arguments advanced by the speaker

which employ elements of logical proof, or it refers
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to that part of the speech which can be clearly dis-

tinguished as "the argument" of the oration. Refer-

ring to argument in the later sense, Aristotle has

said that refutation is a part of the argument. When

the term refutation is used, it refers to dialogue

which contains specific arguments that are drawn from

legical premises (counteruarguments) or refutative

statements based on objection.

Of the twelve orations, eight contain a sec-

tion which can be identified as "the argument." This

section in five out of the eight orations contains

both argument and refutation; one of the eight con-

tains only refutation, and two of the eight contain

only argument. These eight are the orations of Anti~

pholus, Tamora, Mowbray, the Lord Chief Justice, Shy-

lock, Isabella, Alcibiades, and Hermione. The latter

four are decidedly superior to the first four in that

the arguments advanced by the speakers contain more

elements of logical proof.

Table 5 illustrates that the speakers of the

third and fourth period of Shakespeare's writing

career use more elements of logical proof than do

the speakers from the first and second periods.

When considering an evaluation of the speakers'

use of 10gica1 proof, Hermione's oration again appears

to be the best of the four. Shylock's use of logical

proof is cleverly executed. He invents his arguments
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and reasons effectively from them, but the villainy

of his contention negates all the proof-proving power

that would otherwise be inherent within such argu-

Isabella and Alcibiades for the most part

They argue

ments.

are also forced to invent their arguments.

effectively and persuasively, and unlike Shylock,

their ethical attributes operate in their favor.

Their use of IOgical proof or argument and refutation

is inferior to Hermione's, however, because she has

available tangible evidence from which she draws many.

of her enthymemes. It is significant that Hermione

is the only Speaker out of the twelve who incorporates

into her argument enthymemes that are drawn from the

premises of certain signs. These signs are ten in

number.

Aristotle has said in regard to the function

of the epilogue in fOrensic speaking:

The epilogue is made up of four elements.

(1) You must render the audience well-disposed to

yourself, and ill-disposed to your opponent; (2)

you must magnify and depreciate (make whatever

favors your case seem more important and whatever

favors his case seem less); (5) you must put the

audience in the right state of emotion; and (4)

you must refresh their memories.5

Three of the twelve orations have no epilogue.

Because of the dramatic purposes of the playwright,

Antipholus' and Alcibiades' orations are terminated

51bid., p. 240.
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during the refutation. The end of Isabella's speech

is pure dialogue; technically-speaking, it cannot be

considered an epilogue even though it is labeled as

such on the annotated manuscript. For the sake of

completeness, however, the ending of her oration is

examined in light of Aristotle's precept. During the

termination of her speech Isabella renders her small

audience "well-disposed to" her and "ill-disposed to"

her opponent, and to some extent she puts her "audi-

ence into the right state of emotion." The remaining

nine epilOgues are considered in Table 6.

Table 7 summarizes the forensic issues with

which the orations are concerned in terms of Aristotle's

four possible issues of forensic speaking, the foren-

sic subjects found in the orations in terms of Aris-

totle's three subjects of forensic speaking, and those

lines of argument which he advocated a speaker should

use when "dealing with prejudice."

In Aegeon's oration the forensic issue is

probably more clearly interpreted as "the act did less

harm than is alleged." That "the act did no harm"

can also be inferred from the context of his state-

ment, however. The issues in the orations of Isabella

and Alcibiades are variations of the issue "the act

did less harm than is alleged." Isabella argues that

because the act was a mistake, and because there are
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 Speaker-~Epilogue

Aegeon:

But here must end the story of my life;

And happy were I in my timely death,

Could all my travels warrant me they live. ies no Yes no

 

Tamora:

Thrice-noble Titus, spare my first~born son, Yes No Yes "b
4

7
3

I
f

 

Mowbray:

Then, dear my liege, mine honour let me try:

In that I live, and for that will I die. Yes No Yes Yes

 

Friar Lawrence:

. . . and, if aught in this

Miscarried by my fault, let my old life

Be sacrificed some hour before his time

Unto the rigour of severest law. Yes No We: no

 

Worcester:

Whereby we stand opposed by such means,

As you yourself have forged against yourself

By unkind usage, dangerous countenance,

And violation of all faith and troth

Sworn to us in your younger enterprise. No, . 3o

 

The Lord Chief Justice:

After this cold considerance sentence me,

And as you are a King, speak in your state

What I have done that misbecame my place,

My person, or my liege's sovereignty.

 
 

Shylock:

I stand for judgement-uanswer. Shall I have ii? To Yes To _es

 

Othello:

. . . Upon this hint I spake:

She loved me for the dangers I had pass'd

And I loved her that she did pity them.

This only is the witchcraft I have used.

Here comes the lady; let her witness it. Yes Y,

4
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Hermione:

Therefore proceed.
\

But yet hear this; mistake me not; no life,

I prize it not a straw, but for mine honour,

Which I would free, if I shall be condemn'd

Upon surmises, all proof sleeping else

But what your jealousies awake, I tell you

'Tis rigour and not law. Your honours all,

I do refer me to the oracle.

Apollo be my judge!

+
4

(
'
9

’
2
0

Yes Yes Yes
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many who committed the crime that have not been con-

demned to death for it, her brother's "act did less

harm than is alleged." Alcibiades, arguing that his

friend was forced to fight to defend his honor and

forced to murder in self-defense, contends that "the

act did less harm than is alleged." The orations of

Antipholus, Friar Lawrence, Mowbray, Othello and Her-

mione clearly treat the issue, "the act was not com-

mitted." Tamora, Worcester, and the Lord Chief Jus-

tice attempt to prove that "the act was justified,"

and Shylock attempts to prove that "the act" is "justi-

fied."

More than one forensic subject is incorporated

in three of the orations. Antipholus tells the Duke

of the dishonorable actions which his wife and the

goldsmith have committed against him, and he pleads

for justice. Hermione states that her honor is more

important than her life, and she warns Leontes that

justice will not be accomplished if he judges her

solely by the evidence which his surmises have con-

jured. Worcester argues that he and his house were

forced because of a damaged honor and for the sake

of expediency (self-protection) to oppose the king

by force. The Lord Chief Justice argues that his

actions in the past were both just and expedient, and

that it would not be just to punish.him for them.
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Mowbray's oration treats the subject of honor exten-

sively. Tamora, Shylock, Isabella, and Alcibiades

all treat the subject of justice in their arguments.

Every orator with the exception of Tamora in~

corporates one or more of Aristotle's lines of argu-

ment into his speech, and it can perhaps even be in-

ferred that Tamora "clears" herself "of suSpicion"

because of the fact that she is pleading for the life

of her son. Aegeon, Friar Lawrence, and Alcibiades

use only one means of dealing with prejudice: they

construct those arguments which would clear them of

suspicion. Antipholus, Worcester, Othello, and Her-

mione use those arguments which would clear them of

suspicion, and they also wage an open counter-attack

on the charges brought against them. Mowbray refutes

his opponent's accusations and also labels his foren-

sic enemy as a "reoreant" and a "liar." The Lord

Chief Justice and Shylock incorporate only one line of

argument: they construct counter-arguments to combat

the charges brought against them. Isabella attempts

to clear herself of suspicion, and further argues that

her brother's act was "a mistake," "a mischance."

 
The orations of Shylock, Mowbray, the Lord

Chief Justice, Isabella, Othello, Alcibiades, and

Hermione are superior to the other orations studied

in their use of the three artistic modes of proof.

Shylock's oration is the least effective as a serious
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forensic speech because his lack of ethos obliterates

the possibility of classifying him as an Aristotelian

forensic pleader. Regardless of his negative ethos

and of th- low-caliber Cigtrst of his argunchts, his

orat on is a lasternicce sf "invention"; an} it must,

for this rrasnn, be rate/.1 with the supcriqr orations.

The [arm:(31icf Justice's cration cases to be superior

to Mowbrsy's spccch of dsfshse both in terms of struc-

ture and if“. the: use of ethical anti? legion}. proof.

The divisimniznwi‘figc sonarent rslationships of thei

A
carts of the oration can is clearly seen. The judge's

argumsnts are cleverly and effectively invented and a

good deal of good will, respect, and competency arises

from them. Mowbra; may be accused of speaking too

long and too intcnsively upon the subject of honor to

be in good taste. It must be recognised, however, that

honor to an Tlizabethan audience was a paramount con-

sideration, and further, that lonor is the only argu-

ment he has. It i if icult to rate the orations of

Isabella, Othello, and Alcibiades individually with

any sort of system in mind. the speeches of both

Isabella and Alcibiades are, it seams, of an rcually

superior ouality when the superimposed dramatic situ-

ations“ not considered. The presence of the rakish

comic, Lucio, who is continuously throwing "aside"

c0mments to suouort Isabella's morale, detracts some-
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what from the speaker's pathetic appeal or proof. The

fact that the speech is "not sufficiently public" to

be considered a pure oration (a great deal of dialogue

interrupts the flow of the oration) also lessens to

some degree its oratorical qualities. On the points

of logical and ethical appeal, however, the two ora-

tions are, in the writer's opinion, equally superior.

Othello's oration is outstanding because the speaker's

ethical proof is established by the use of the narra-

tion, and for the most part, established with little

logical substantiation. The oration of Hermione, as

Kennedy has observed, however, is the best. Hermione

uses the three modes of artistic proof more concen-

tratedly than the other speakers do; and Table 5 indi-

cates that the lOgiCal premises from which her enthy-

memes are drawn are based on more tangible evidence

(certain signs) than are the premises of the enthy-

memes which the other speakers incorporate into their

orations. The detailed rhetorical analysis of Her-

mione's oration has demonstrated that the speaker's

use of the three modes of artistic proof is complemen-

tary and interdependent. This usage has been parallel-

ed, but not equaled in the other orations. It will be

recalled that Hermione's oration was determined to be

superior in structure and also in the use of the parts

of the oration. Kennedy's conclusion, then, that
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Hermione's oration "achieves the introduction of the

rhetoric in poetic according to the best classical

tradition" can be substantiated by the evidence made

available through the analyses of twelve forensic ora-

tions.

The stated third objective of this chapter is

to note ”the techniques used by Shakespeare in his

orations" and to note "the changes that occurred in

the structure of the orations as the playwright's

career progressed.“ Concerning these points the fol-

lowing may be stated.

The oration is used both in comic and in seri-

ous situations by Shakespeare. When it is used in a

humorous situation or when it is used as a vehicle to

produce humor, its oratorical effectiveness is obvious-

ly impaired. The subject matter, the structure of the

orations, and the techniques of persuasion used by the

speaker are determined, it seems, to a large measure

by the dramatic purposes and circumstances of the

play, and by the "character" of the character speaking.

The above statement is partially verified by recalling

that in four of the orations the proem was shifted to

a source other than the Speaker himself, and that in

three orations there was no epilogue. The varied use

of the narration also illustrates this point. It will

be recalled that the narrative is used at times as



205

the whole substance of the speech, and at other times

as a type of argument. In the case of Tamora's ora-

tion, it is used merely to introduce an argument.

The most consistent similarity in the orations is the

pervasive use of the narration as a means to estab-

lish ethical proof. In regard to the use of the parts

of a speech in general, it can be stated from the

analyses executed that Shakespeare's concept of the

structure of a speech is as flexible as is Aristotle's.

The parts are varied and adapted to meet the particu-

lar speaking-situation and the dramatic needs of the

play. No rigid plan or pattern is followed. It has

been shown, for example, that in some instances the

source of the statement-narration-argument is synony~

mous (Tamnra's and Mowbray's orations):

It is interesting to note the primacy of ethi-

cal appeals in all of the orations, with the exception

of three wherein the dramatic purposes of Shakespeare

were obviously conceived with other things in mind

(Antipholus, Worcester, and Shylock). The use of

ethical proof in five orations is clearly dominant,

and in four others it is strongly present. Such a

trend, however, is not surprising when it is recalled

that many of Shakespeare's "dramatic agents" are

characters with strong ethical attributes.

Two of the orations in the first period,

those of Tamora and Aegeon, are the only speeches of
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the entire group of twelve wherein the use of pathetic

proof is predominant. In the orations of Antipholus,

Friar Lawrence, Worcester, the Lord Chief Justice,

Shylock, Isabella, and Othello little or no use is made

of the pathetic elements of proof. Of the remaining

orators, Mowbray uses the pathetic appeal more appar-

ently than do either Alcibiades or Hermione. The

pathos of Alcibiades' appeal might be said to be less

intense than the pathos in Hermione's oration. The

important point is not this relationship, however,

but the fact that the use of pathetic proof in these

two instances arises for the most part from the issues

being debated and not from a conscious effort on the

part of the speaker. Such a restrained use of pathe-

tic proof, when considering the naturally-emotional

nature of drama, speaks in favor of the alleged "con-

scious or unconscious use" of Aristotelian precepts

of persuasive speaking.

Mowbray, Tamora, the Lord Chief Justice, and

Shylock are the only speakers in the first and second

periods that incorporate any significant use of logi—

cal proof. Mowbray and the Lord Chief Justice use ele-

ments of lOgical proof to establish their ethical"

proof; Tamora's use of legical proof is used to estab-

lish her pathetic proof; and Shylock's use of logical

proof stands by itself. In the third and fourth
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periods, Isabella's and Alcibiades' use of the logi-

cal method of proving their contentions is predominant;

Othello uses it to establish his ethical proof as does

Hermione. When considering the foregoing, it seems

that whenever a speaker's character is not sufficient-

ly reCOgnized as being above reproach the speaker is

forced to prove his case by relying mainly upon the

logical mode of proof. The orations of Shylock, Isa-

bella, and Alcibiades illustrate this point. But when

the speaker‘s character is known to be reliable or

above reproach the 10gical means of proof is used

simply to augment the speaker's character or ethical

appeal. The orations of the Lord Chief Justice, Mow-

bray, and Hermione can be cited as examples of this

point. It is significant that Friar Lawrence and

Othello, whose means of proof were mainly in the'ethi-

cal mode, incorporate little, and in the case of the

Friar no use, of the logical mode of proof into their

orations.

In regard to the premises from which the enthy-

memes are drawn, it can be stated that in all cases,

With the exception of Hermione who reasons to some

extent from the premises of certain signs, the argu-

ments are "invented" to establish logical proof, or

they are invented to be used as a springboard from

which the speaker reasons to establish logical proof.

The total number of times that the premises are
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derived from probability is twenty-four; from the ex-

ample, twenty-one. Ana10gica1 reasoning is employed

eleven times as the basis of an enthymeme, and the

maxim is used thirteen times.

Kennedy's observations concerning the struc-

tural change which occurred in the forensic orations

as Shakespeare's writing career progressed are vali-

dated by the analyses made. Regarding the first

period, the structure of Antipholus' and Aegeon's

orations are "simple" and they are "artificially

set" into the context of the play. Aegeon's oration

is purely and distinguishably statement and narration

followed by a weak epilogue. The oration of Anti-

pholus is a speech of display written for the sake of

dramatic resolution and humor. Its structure is a

clear-cut proem, statement,and narration which is

interrupted by much refutation and which ends in

chaos. Tamora's oration is composed largely of "arti-

ficially set," pathetic argument with three lines

devoted to an emotional proem and one line to an emo-

tional epi10gue. Regarding the structure of the

second-period orations, the oration of Friar Lawrence

is much like the structure of Aegeon's apeech: there

is a short proem and statement followed by a lengthy

narration and a brief, weak epi10gue. Worcester‘s

oration contains basically the same design. The three
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remaining orations of this period, however show signs

of improvement. The structure in the orations of

Mowbray, Shylock and the Lord Chief Justice contain a

combinational use of the parts of a speech. (See

Table 4) The outline becomes less discernable as

more logical proof and forensic procedure are incor-

porated into the orations.

The third period orators are Othello, Isa-

bella, and Alcibiades. Isabella's oration because of

its "non-public" nature has no definite statement or

epilogue. The argument and refutation are the clearly

distinguishable parts of the structure. The struc-

tural outline of Othello's oratiOn is subdued by the

use of transitional devices. Even though the flow

of his oration is interrupted by dialogue, there is

a nice harmony between the parts of the speech. The

epilOgue, succinct though it be, seems to emerge from

the narrative unnoticed, effectively concluding the

speech. The structural outline of Alcibiades‘ cra-

tion runs smoothly and unpretentiously until the

refutation concludes the oration by Alcibiades banish-

ing the Senators for their ingratitude.

Hermione's oration is the only oration ana-

lyzed from the fourth period. It has been demon-

strated that it contains all the parts of a speech.

It has also been.mentioned that the statement and

narration intertwine to produce a different, but

 



910

effective method of stating those points which are

to be proven or refuted. A similar combination of

parts occurs in the argument part of the oration

wherein Hermione resumes her statement, but uses that

statement in an argumentative or refutative way.

The epilogue emerges effectively and dramatically

from a refutative enthymeme based on counter-argu-

ment. When analyzing the oration of Hermione one is

conscious of a total effect of ethical appeal or

proof-~one is not conscious of the structural parts

which produce that effect.

A review of the structure of the orations of

the first period and a demonstration of the absence

of lOgical proof coincides with Kennedy's conclu-

sions regarding the rhetorical quality of these ora-

tions. The results of the analyses of the second-

period orations also coincides with Kennedy's claims.

He states that Mowbray's oration is an example of

Shakespeare's "maturing sense for the use of argu-

mentative rhetoric." It seems, however, that the

Lord Chief Justice‘s oration and Shylock's oration

could also be considered as examples of that "matur-

ing sense." or the third period Kennedy states:l

"Whenever Shakespeare's hand touches the oration .

. . the maturity of his genius creates a work of

finished rhetorical art." A question as to exactly
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what Mr. Kennedy means by "a work of finished

rhetorical art" arises. Othello's oration seems

to meet this standard, but the loose structure of

Isabella's speech and the incomplete ending of Alci-

biades! oration-~incomplete, admittedly, for the

sake of plot purposes-~do not appear to be in agree-

ment with Kennedy's assertion. If he is referring

to the speaker's use of legical and ethical appeals,

the results of the analyses would be in harmony with

his statement. But the incompleteness present in

the structures of both orations does not coincide

with his claim: "a finished work of rhetorical

art." In regard to Hermione's oration in the fourth

period Kennedy has stated: it is "the best of

Shakespeare's art, both in rhetorical quality and in

dramatic integration." The summary of the analyses

as it has been previously stated has provided evi-

dence to substantiate his evaluation of its rheto-

rical quality.

The analyses of the orations give rise to

a question which should be mentioned in the conclud-

ing portion of this chapter, however. This question

pertains to the orations in the second, third and

fourth writing periods. Perhaps the maturing drama-

tic purposes of Shakespeare; the nature of the

dramatic situations in which the orations are



212

delivered; the character attributes of the speaker,

and Shakespeare% increasing ability in oratorical

composition and in dramatic integration of the ora-

tions into the plot of the play exerted more of an

influence upon the development of an "Aristotelian"

quality in his orations in terms of structure and

in terms of the quality of the persuasive rhetoric

employed than Kennedy assumes. These things would

play their part whether or not Shakespeare was di-

rectly or indirectly familiar with Aristotle's

Poetics.

This question first appeared when the Lord

Chief Justice's oration in the second period was

being treated. The dramatic setting is important

in this speculation. It will be recalled that Prince

Hal has just appeared in the sovereign robes of King

Henry V. The king notices the disturbed mien of the

judge. He, with tongue-in-cheek, declares: "How

might a prince of my great hopes forget so great

indignities you laid upon me?" The fearful judge,

thinking the king to be in earnest, speaks in his

own defense. In the Opinion of the writer this

oration is, perhaps in a different sense, of as high

calibre as the orations of the third period. The

proem of the oration is composed of a dialogue be-

tween the Lord Chief Justice and the King; it is



215

complete and adequate to the situation. The combined

statement-narration is open, concise, and effective,

and through it, good will is extended. The argu-

ments are cleverly and effectively invented, and they

produce ethical proof in terms of good will, respect

and recOgnition of the king's power, and indirectly,

they express a concern for the king's personal safety.

The Justice's competency as a speaker is also demon-

strated by the arguments he constructs. Table 6

shows that the epilogue of the oration fulfills

Aristotle's four-point precept. The outstanding

quality of the Lord Chief Justice‘s oration makes

the writer hesitate to accept completely Kennedy's

conclusions without further analysis. The dramatic

purposes of Shakespeare have caused this, the ora-

tion of a very minor character, to be of a high

rhetorical quality, both structurally and arguments-

tively. The scene in which the oration appears is

included in the play to reveal a magnanimous aspect,

of the new king's character; to inform the audience

that Prince Hal has given up his past loyalties to

Falstaff and the other patrons of Boar's-head Inn

and that he has given up the frivolous pursuits of

his past life; and to give the new king an oppor-

tunity to admit publicly that the Lord Chief Jus-

tice was right and that he was wrong. Thus the ora-

torical excellence would be called for whether
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Aristotelian precepts were being consciously mastered

and used by the playwright or not.

A consideration of the other orations in

the second, third, and fourth periods is made with

this same possibility in mind. In regard to Friar

Lawrence's oration of the second period, the speech

appears in the last scene of the last act, nearly

at the end of the play. Kennedy, in his classifi-

cation of the forensic orations, refers to this

speech as "exposition of situation: In defense of

himself." It is obvious, however, that the oration

is the vehicle through which the resolving action of

the play is terminated. Its dramaturgic function

explains the total absence of emotional and 10gical

proof and the use of the narration to relate the

unknown facts behind the deaths of Romeo, Juliet,

and Paris. In the case of the oration of Mowbray,

the speech is sufficiently effective to pique King

Richard to action. He decides to banish both Mow-

bray and Bolingbroke instead of letting one or the

other of them die in a duel because the repercussions

of that duel might expose his guilt concerning the

death of his uncle, Gloucester. Mowbray, it will

be recalled, is accused of plotting the death of

Gloucester. In figggy’ll, Part I, Worcester‘s oration

is entirely unsuccessful because he is a villain.
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His argument is pure narrativ because such a means

of presentation is the most succinct way of reveal-

ing to the audience his and his family's reasons for

opposing the king. Shylock's oration is particularly

interesting in this speculation. He is a villain

and he is a shrewd villair. Fis means of proof can

only be through the use of IOgical persuasion. The

substance of his arguments demonstrates the low,

sometimes obscene, aspects of his character. The

rhetorical techniques used in this oration are of

as high a calibre as far as "invention" is concerned

.as those techniques employed by Isabella and Aloie

biades in the third period, yet this play is one of

the second period, and the period wherein Kennedy

has stated that "Shakespeare's maturing sense for

argumentative rhetoric" is revealed. It is in the

third period that the orations occur which have

been described by Kennedy as finished works of

"rhetorical art."

Yet it seems that the difference between the

oration of Shylock and those of Isabella and Alci-

biades lies not in the quality of the rhetoric

employed, but instead in the ethical qualities and

purposes of the characters and of the arguments

they are advancing.

When considering the superiority of the

rhetoric in the orations of the third and fourth
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periods, it appears that the dramatic purposes of

Shakespeare and the dramatic situations in which the

orations are delivered account in part for the excel-

lency of these oratorical achievements.

Alcibiades' and Isabella's orations are logi-

cally inferior to Hermione's because these speakers

do not have the concrete evidence to incorporate

into their legical proofs that Hermione has. Alci-

biades' oration is, according to the results-theory-

criterion of evaluation, unsuccessful because Shake-

speare must give this character a strong motive for

organizing armed aggression against the city of

Athens. Isabella's oration ends in dia10gue to give

the audience ironical suggestions of Angelo's inten—

" her in return for the lifetions of "propositioning

of her brother--an all-important element in the plot

of the play. Structurally, in other words, Her-

mione’s oration is to a large measure superior be-

cause the dramatic situation allows her to crate in

a relatively uninterrupted manner. The oratorical

setting is more public and more formal than are the

dramatic settings of Alcibiades' and Isabella's

speeches.

On the other hand, the lengthy narration of

Othello's oration is used as a means through which

the audience can grasp the innocence and child-like
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quality of the love of the Moor and Desdemona. A

knowledge of the essence of their love increases the

tragedy of their lives. Because they both possess

an innocent and a child-like faith in each other

and in people in general, Iago's ignominious schemes

are successful.

Obviously an analysis of Kennedy's two re-

maining classifications of orations would have to

be made before this kind of speculation could assume

any sort of validity. Its latent import seems, how-

ever, to warrant its inclusion in the concluding

portion of this study.

To conclude: Kennedy has observed that the

orations from Shakespeare's third and fourth writing

periods contain logical and persuasive speaking; he

has cited the oration of Hermione as being "the

best of Shakespeare's art"; he has stated that the

structure of the orations becomes more and more sub-

dued as more and more skill is devoted to feeling

and expression, and that "the structure of Shake-

speare's orations reveals their fidelity to the best

classical tradition." (In the term, classical, Ken-

nedy includes Cicero, Quintilian, and WiISOn, in

addition to Aristotle.)

This study has applied Aristotelian rhetori-

cal precepts to twelve orations in which there is no
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question of authorship. The results of the analyses

of these orations are in agreement with Kennedy's

conclusions with the exception of his claims regard-

ing the rhetorical quality of the orations in the

second and third periods. In the writer's opinion,

some of the orations of the second period can be

equated in quality with the rhetoric in the third-

period orations. Also, Kennedy's claim that Shake-

speare's improved and refined use of rhetoric in the

second, third, and fourth periods became progress-

ively better because of some knowledge of, or acquaint-

ance with, Aristotelian poetic theory is questioned

in the speculation previously advanced.

Whether Shakespeare knew of Aristotle's

Poetics or Rhetoric is still the paramount question

to be solved before research of this nature can hold

much scholarly significance. The purpose of this

study, however, is to expand and substantiate the

endeavors of Kennedy, who has contended that in the

latter plays of Shakespeare there are evidences of

a "conscious or unconscious use" of Aristotelian

rhetorical theory. The analyses of the twelve for-

ensic orations regardless of the foregoing specula-

tion does provide evidence to substantiate at least

partially the concluding statement of Kennedy's

study: "He [Shakespearel'perfected the revival of

 

 



219

the ancient rhetoric in poetic."

SUggestions for Further Study: This study is in
 

many ways incomplete. One of the reasons for ana-

lyzing the dramatic passages which Kennedy has class-

ified as forensic orations was that this type of

speaking would be more likely to contain persuasive

rhetoric than the deliberative or the demonstrative

orations. This study is successful in that it has

found positive indications of that predetermined

goal. It is incomplete because an analysis of only

the forensic orations does not provide the necessary

evidence to draw any definite conclusions regarding

the entire scope or validity of Kennedy's work.

Kennedy's conclusion that "He perfected the revival

of the ancient rhetoric in the poetic" refers to all

of the orations in Shakespeare's plays. There are,

then, more avenues of analysis remaining. The de-

liberative and the demonstrative (epideictic) ora-

tions must also be considered as the forensic ora-

tions have been before Kennedy's conclusions can be

satisfactorily validated.

The question of style arises at this point

of consideration as it did in Chapter II of this

study. It has been mentioned that Kennedy's with-

drawal from an Aristotelian consideration of the

style of the orations he treated produces a weakness

in his work. Various sources have indicated that
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Shakespeare's use of style becomes less ornate and

more refined during the latter periods of his writ-

ing career. At this same time, his use of rhetoric

is distinguished by Kennedy as being Aristotelian.

During the analyses of the twelve orations, notice-

able differences in the style employed by a speaker

of the first and/or second periods and the style

used by the speakers in the latter periods was evi~

dent. As a hypothesis, it seems reasonable that

there is some relationship between the refinement

of Shakespeare’s use of language, and the increas-

ingly persuasive power of the rhetoric in the ora-

tions of the latter periods. The third book of Aris-

totle's Rhetoric has much to say regarding style

Which could be applied for analytical purposes to

Shakespeare's orations: the desirable rhythm,

iambic (the same rhythm.in which.much of Shakespeare's

verse is written-~iambic pentameter or blank verse);

the use of similes, metaphors, and analogies; clear-

ness of style or "purity of style"; "faults of style,"

etc. Perhaps a study could be made to prove or dis-

prove the foregoing hypothesis. Such a study would

provide another testing-ground for Kennedy's conclu-

sions.

Still another possible field of study would

be to analyze some Shakespearean passages in an
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attempt to determine what specifically are the simi-

larities, differences, and relationships existing

between a rhetorical element anda.poetic element.

Research would have to be done to define these terms

in light of present knowledge. The works of C. S.

Baldwin; Chapter II, "The Criticism of Oratory,"

from The Rhetoric of Alexander Hamilton by Bower Aly;
 

 

"Rhetoric and Poetic" by H. H. Hudsor (The Quarterly

Journal of Speech, lO:l45-lS4),"Rhetoric and Poetry

in Julius Caesar" by Ronald Frye (The Quarterly Jour-
 

nal of Speech, 37:41-48),and "The Most Fundamental

Differentia of Poetry and Prose" (Publications 3;
 

Modern Language Association, 19:250, p. 950) would
 

be helpful sources in determining a definition of

what constimums a rhetorical and a poetic element.

The definitive criteria would have to be established

and then applied to the Shakespearean passages.

Passages from Shakespeare's "better" works would be

the legical material to use in such a study.
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